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1. Introduction 
 
This Thesis will focus on the application of narratives within museum exhibitions.  
The idea of narrative is arguably open to interpretation, therefore, for the purpose of 
this discussion it relates to the themes, storyline, and the social, cultural and 
historical contextualization of an exhibition and its subjects. Recent academic 
scholarship has discussed the issue of representation, and, in turn, the difficulties in 
authorizing and defining knowledge within a modern museum setting (Boast 2011; 
Phillips 2005; Shelton 2006; Styles 2011; Trofanenko 2006). Portrayal and 
representation are very important issues within the realm of museology and 
archaeology; how information is presented structures and potentially shapes an 
individual’s interpretation.   
The post-colonial advent of a new museology has seen the subversion of central 
procedural binaries. There has been a shift towards ‘education over research, 
engagement over doctrine, and multivocality over connoisseurship’ (Boast 2011, 64; 
Phillips 2005). During the last century there has been a dramatic shift in how 
information is shaped and presented. Over the past 20 years there have been calls to 
move away from the traditional didactic model of presentation to a more dialogic 
exhibitionary process. This need to shift authority of voice coincided with changes to 
how museums financially and culturally existed within the modern world. Museums 
are no longer perceived as simply research or educational institutions, but have 
become a type of ‘cultural product’ (Chhabra 2008, 429), with increasingly greater 
emphasis being placed on their role as a leisure activity. This new identity has 
placed new pressures on how museums decide to present their collections. Although 
these changes are not homogenous, as all institutions are products of their own 
cultural and historical context, it does raise some important questions; Are 
museums ‘product driven’ or ‘visitor driven’ (Chhabra 2008, 429)? And how will 
these new socio-economic complexities effect how an exhibition narrative is created 
and then presented? It is important to explore the extent to which museums and 
exhibitions have recognized such concerns and how and if they are able to harness a 
narrative successfully. 
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The sub-questions will complement this central line of questioning. They will cover 
the following range of topics: Narrative construction, Exhibition Design, Authenticity, 
Interpretation and Media representations.  
What are the ethical and practical demands placed upon modern museums? 
What are the implications of using dialogic or didactic processes within the Narrative-
making process? 
What are the implications of using a dialogic or didactic model of representation? 
What issues arise when considering authenticity with regards to the presentation of 
objects and narrative?  
What issues arise when considering authenticity and dialogue with regards to media 
and marketing representations of exhibition narratives? 
These questions cover the important topics connected to the issue of narrative 
application and, in turn, should produce a multi-dimensional insight into the 
theoretical and pragmatic issues that arise in a modern museum setting. These 
issues will be discussed in the context of two comparative case studies; the first is an 
analysis of the MixMax Brazil exhibit at the Tropenmuseum Junior in Amsterdam 
and the Sharing Collections and connecting histories: a collaborative project between 
the National Museum of Ethnology, the Netherlands, and the Museu Emilio Goeldi, 
Brazil project at the Rijksmuseum Volkenkunde, Leiden. These two projects focus on 
aspects of Brazilian culture: MixMax Brazil caters for a 6-13 years old demographic , 
and uses the vibrant city of Pernambuco as a backdrop to explore the multicultural 
dynamics at play in modern Brazil; and the Sharing Collections1 project is a new 
research endeavor, with a focus on the Ka’apor Indigenous group located in the 
Amazon. This is a collaborative project with the Museu Emilio Goeldi, and 
interestingly, unlike the other exhibitions featured in this study, it is an 
experimental project in its initial stages of development, making it an important 
source for insight on two levels; The fact that the project is both in its first steps of 
development and experimental means a trail of analysis can be followed that differs 
to the other completed exhibitions, allowing for a more rounded exploration of this 
thesis’ central line of questioning.  The second comparative case study is between 
                                                             
1 For ease the Sharing Collections and connecting histories: a collaborative project between the National 
Museum of Ethnology, the Netherlands, and the Museu Emilio Goeldi, Brazil will be referred to as Sharing 
Collections. 
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The American Indian: Art and Culture between Myth and Reality, from De Nieuwe 
Kerk and The Story of the Totem pole exhibit from the Volkenkunde. As the titles 
suggest these exhibits focus on Native American Culture. The De Nieuwe Kerk 
exhibit led the visitor, via regional sections, through the artistic traditions of the 
culture, from past to modern day artists and craftsmen. The exhibit housed at the 
Volkenkunde used the Totem pole as its central icon, and followed the socio-cultural 
story of the North-West Indians.  These comparative studies, although differing 
somewhat in content and stages of development, will offer an insight into the 
evolvement and implementation of central themes and narratives.  
Narratives close association with issues of representation makes it an important 
topic to explore within archaeology, particularly when discussed within the context 
of an ethnographic museum. Mainly due to issues of ownership, the potential 
repatriation of objects and authenticity, an ethnographic museum is arguably a 
highly politicized space, with the potential for diverse interpretations. In addition, 
the interdisciplinary nature of ethnography and archaeology means that any insights 
gained into the narrative-making process will undoubtedly be transferable to an 
archaeological setting. These factors make ethnographic case studies an interesting 
point from which to explore and draw conclusions. 
1.1 Methodology 
A major part of this research centred on my time as an Intern at the Volkenkunde 
Museum in Leiden. The backdrop of an ethnographic museum proved to be more 
influential than originally expected; its emphasis on creating dialogue with both 
visitors and source communities opened up opportunities to discuss the dialogic 
process as a type of paradigm, not specific to one group, but instead inherent to 
many of the relationships the museum endeavors to create. This experience proved 
to be instrumental to the conception and completion of this thesis. It not only 
inspired my central arguments, but also proved to be invaluable regarding the 
collation of qualitative and quantitative data. The research can be split into three 
main sections: 
Literature Research. 
The literature research included both secondary and primary sources, and situated 
this thesis in current museological discourse which, in turn, allowed for the 
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development of a well-rounded discussion. The primary sources used were 
documents originating from the museums featured in the case study. For example 
the guidelines for exhibition-making best practice, and MixMax Brazil educational 
literature from the Tropenmuseum Junior; and the official museum reports noting 
the progression of the Sharing Collections project. The background knowledge I 
gained also proved to be vital to the development of my central and sub research 
questions.  It undoubtedly framed the nature of my questioning, and informed 
decisions regarding who I should speak to and why.  
In-Depth Interview. 
 I have interviewed members of the Exhibition and Research teams at the 
Volkenkunde, Leiden and Tropenmuseum Junior, Amsterdam. This list included 
Laura van Broekhoven (Head of the Research Department, Volkenkunde);Pieter 
Hovens (Curator of North America, Volkenkude); Mette van der Hooft ( Project 
Assistant, Volkenkunde); Floor Scholte (Exhibition Producer, Volkenkunde); Geke 
Winke (Communications Manager, Volkenkunde) and  Annemiek Spronk ( Staff 
member, the Tropenmuseum Junior) The question topics included; the development 
of narrative, complications existent when presenting ethnographic objects, relations 
with source communities, input with exhibition space and design, and media 
representations of the case study exhibitions. The Interviews can be found be the 
appendix. 
Visitor Satisfaction Surveys. 
Surveys conducted by the Volkenkunde will be used in regards to The Story of the 
Totem pole exhibition. The museum uses Museum Monitor by TNS Nipo to collate 
information on topics such as overall enjoyment, the flow of the space and the 
information provided (to name but a few).  Benchmark percentages are created 
using an average of marks taken from all Dutch museums using the same system. 
These figures act as a standard, allowing museums to compare their facilities and 
exhibitions with their contemporaries. Any data concerning understanding, 
interpretation, entertainment and education will be of interest. 
1.2 Theoretical background 
A discourse concerning narrative and thematic presentations cannot be restricted to 
a monolithic discussion, there is a need for a conceptual collage; one that 
comprehensively covers the array of issues present within a contemporary museum 
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setting. As the central and sub research questions have demonstrated the 
construction of an ethnographic exhibition is not simply a didactic procedure, 
whereby authority of knowledge is in the hands of an expert curator. Social and 
cultural shifts have affected the construction of information; the democratization of 
the museum space, along with the commodification of cultural pursuits has 
facilitated a need to recognize the social and cultural complexities inherent in a 
modern museum space. The rest of this section presents each of the reflexive 
theoretical discourses that are relevant to the topic of narrative construction within 
an ethnographic museum, with particular reference being made to the Rijksmuseum 
Volkenkunde, Leiden, De Nieuwe Kerk, Amsterdam and The Tropenmuseum Junior, 
Amsterdam.  
Dialogic vs. Didactic 
As previously stated, in recent years museological discourse has focused on the 
issue of representation within exhibitions. There have been on-going calls for a 
visitor experience that presents a less didactic model of representation (Styles 2011; 
Trofanenko 2006), this has been particularly highlighted within the realm of 
ethnology museums, where discourse in the latter part of the 20th century was 
informed by more inclusive, rather than dated evolutionist, theories (Shelton 2011). 
The issue of representation is central to any discussion of narrative within 
exhibitions, with the continuing shift from a didactic to a dialogic model 
undoubtedly informing the construction of narratives. 
The structure of a museum is complex, consisting of a myriad of relationships; 
museum to object; museum to visitor; visitor to object (the list goes on). Therefore 
the potential for the use of dialogic measures is plentiful yet varied. When discussing 
the application of themes and narratives within an exhibition it is important to focus 
on firstly the dialogues conducted with source communities in the narrative and 
exhibition making processes, and second, the dialogues formed with visitors during 
their exhibition experience.  
 
 ‘The Stigma of Evolution’ and the creation of dialogue with Source communities 
The above quote, penned by Brian Durran, alludes to the theoretical shift from a 
Social Darwinian process of categorization to a more inclusive standpoint, one far 
less informed by evolutionary theory (Durran 1988).  Durran’s writing offers an 
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insight into the derivatives of this discussion point, mirroring the self-reflexive 
nature of late 20th century discourse regarding the presentation and categorization 
of non-western cultures (Durran 1988; Shelton 2010). Museums were once premier 
colonial institutions, creating and ordering representations of the colonized world 
(Bennet 1995; Boast 2011; Hooper-Greenhill 1992). The analysis and use of 
ethnographic projects from the Rijksmuseum Volkenkunde, Tropenmuseum Junior 
and De Nieuwe Kerk as the central case studies has introduced an interesting and 
important dimension to this discourse.  The historical context of colonialization and 
modernity in which these museums developed (Mason 2011) make them an ideal 
space to explore issues of difference, identity and representation.   
During this period there was a definite shift, museums no longer existed to house 
relics of ‘primitive’, dying cultures but instead evolved into institutions that offered 
a resource to living communities (Buijs and van Broekhoven 2010; Crooke 2010; 
Shelton 2010). Until the 1980s museum doors were largely closed to the indigenous 
communities and it was not until the closing decade of the century that the 
promotion of post-colonial, inclusionist programs became an established paradigm 
within museum practice (Boast 2011).  
James Clifford’s article ‘Museums as Contact Zones’ (1997) proved to be a seminal 
moment in the discussion of dialogic processes. The text contended that a museum 
could become a facilitator of transcultural discourse, with Clifford borrowing heavily 
from Pratt’s definition: 
‘The space of colonial encounters the space in which peoples of geographically and 
historically separated come into contact with each other and establish ongoing 
relations, usually involving conditions of coercion, racial inequality, and intractable 
conflict’ (Pratt 1990 in Clifford 1997, 193). 
The contact zone is thus presented as a space for potential dialogue, yet as a space 
overwhelmed with asymmetrical power relations.  Although Clifford does not shy 
away from the inherent imbalances, asserting that ‘Differences of power, control, 
and design of budgets determined who would be the collectors and who the 
collected’ (Clifford 1997, 195). Many academics have since critiqued the pedestal on 
which this ‘zone’ (Clifford 1997) resides, noting that many have viewed its 
application through rose-tinted spectacles (Boast 2011), presenting it as an ideal 
resolution to the representation of indigenous objects.  
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In a recent article Boast asserted that only one dimension of the contact zone had 
been perpetuated (Boast 2011, 56); one which was littered with ‘unequal exchanges’ 
that created a ‘dialogue that define[d] the colonial other, and redefine[d] the 
metropole’ (Boast 2011, 57). Boast does not deny the potential of the ‘contact zone’, 
but instead questions the contact zones role in ‘masking far more fundamental 
asymmetries, appropriations, and biases’ arguing that the museum ‘as site of 
accumulation, as a gatekeeper of authority and expert accounts, as the ultimate 
caretaker of the object, as the ultimate arbiter of the identity of the object, as its 
documenter and even as the educator’ has to be ‘redrafted’ (Boast 2011, 66). The 
contact zone seems almost paradoxical, for whilst transcultural dialogue is 
attempted it is simultaneously undermined by the unequal distribution of power, 
with the ideal of inclusivity existing as an elaborate sheen.  Bennett offers a similar 
critique regarding issues of inclusivity within the dialogic process. Challenging the 
view of Clifford’s ‘cross cultural dialogues’ (Clifford 1997), Bennett takes his lead 
from Foucault, attributing the inclusive nature of museum as an instrument of 
governmentality (Bennett 1998). Witcomb offers an interesting argument in 
objection to Bennett’s stance, asserting that museums’ positions of power are far 
more precarious than often realized (Witcomb 2003, 355). In reality museums are 
constantly in flux, navigating between their role as a rational institution and their 
relationship with the narratives of modernity (Witcomb 2003 in Boast 2011, 60). 
Many modern institutions have recognized this issue and have taken steps to revise 
the ways in which collaboration with source communities occur.  A notable example 
is the Rijksmuseum Volkenkunde. In 2010 an edition of essays Sharing Knowledge 
and Cultural Heritage: First Nations of the Americas were published; many of the 
contributors work, had worked for, or, alternatively had collaborated with the 
museum at some point in time. Subsequently it could be argued that collection gives 
an insight into the best practices employed by members of the research and 
collection staff.  The overriding philosophy of the collection, as pertained to in its 
title, is that the action of ‘sharing knowledge’, whether it is with a source community 
or with another institution, is a positive experience and should be fostered and 
supported. For example Jarich Oosten notes the complexities inherent in ‘sharing 
knowledge’, making two complementary and particularly insightful points; firstly 
Oosten asserts that the dialogues at play have been shaped by the increased political 
self-consciousness of indigenous communities, and the relationships that have 
blossomed as a consequence of increased enfranchisement have subsequently been 
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punctuated by a feeling a distrust, with Oosten asserting that many source 
communities ‘feel that anthropologists and museum curators have robbed them of 
their own knowledge and material culture and have not given too much in return’ 
(Oosten 2010, 61).  Oosten complements this point with a more universal insight, 
contending that museum professionals are ‘dealing with values, with moral and 
cosmological perspectives that are changing all the time in our culture as well as 
other cultures’ (Oosten 2010, 72). Similarly to fellow contributors (Hovens; Peers; 
Zuyderhout, 2010), Oosten makes the interesting, and useful contention that the 
socio-cultural context in which transcultural dialogues take place is not static, but 
dynamic, forever changing, and the best practices and processes put in place to 
facilitate dialogue should be routinely reviewed, understood and followed.   
Practical issues, such as timeframe and the collation of knowledge are also explored.  
The ideal of having a healthy timeframe to work within is presented as an integral 
component of any successful collaborative project. Throughout the collection 
academics highlight the need for a more ethical methodology when sourcing 
information from indigenous communities. A great deal of emphasis is placed on the 
need to promote ‘partnership rather than superficial involvement’ (Peers and 
Brown 2003, 2), and the ideal of establishing long-lasting personal relationships 
with communities is presented as vital.   
 In a collaborative piece with Zuyderhout, the Native American Clifford Crane Bear 
asserts the ‘meaning applied to objects is never static or simple’, going on to 
differentiate between the western need to find and analyse ‘signs’, and the 
indigenous practices of oral narration and emphasis on ‘symbols’. He goes on to 
assert that western academics too readily ‘make the signs and get everything what 
they need from their answers’ and, in turn, disregard oral traditions. Crane Bear 
further contends that in the eyes of many western academics ‘If there is no written 
proof, then it doesn’t exist’ (Crane Bear 2010). Many other contributors (Hovens; 
Peers; van Broekhoven; Zuyderhout 2010) have recognized the importance of 
viewing material culture as more than inanimate by nature, but to alternatively 
recognize that objects have the ability to possess their own set of relationships and 
meanings within their original, indigenous context.   
As this thesis explores how modern ethnographic projects enforce such dialogic 
processes, it will be interesting to note the extent to which the case studies in 
question have been able to overcome the western reliance on documentation, and, 
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in turn, have been able to utilize the non-documented insight imparted by 
indigenous contributors.  However this piece’s central line of questioning will 
explore the extent to which the vision contributed by the Sharing Knowledge 
collection (Buijs et al, 2010), and the ideals and analysis imparted by other 
academics within this discourse overview, have been fully realized in the 
development of exhibition narratives at the Rijkmuseum Volkenkunde, De Nieuwe 
Kerk and the Tropenmuseum Junior.  
 
           The Visitor Experience  
The relationship with a visitor is arguably the most important connection sought by 
museums, with many institutions increasingly prioritizing and envisioning the needs 
of their potential audiences (Witcomb 2011; Adams et al 2011), this is very true of 
the Volkenkunde, De Nieuwe Kerk and the Tropenmuseum Junior, with each 
museum having clear guidelines on what type of content they would like to portray 
to specific demographics.2  
Behaviorist3  approaches to visitor studies have been superseded by a more 
constructivist4 approach (Hein 2005), resulting in greater emphasis on the role of 
the visitor in the ‘meaning-making’ (Macdonald 2011, 321) process. This theoretical 
shift creates a stimulating context for a discourse concerning the relationship 
between visitor and exhibition narratives. Visitors’ working as meaning-makers in 
their own right opens up the potential to view their interpretive narrative in 
conjunction with that of the exhibitions. As Falk, Dierking and Adams assert in their 
research (2011) The Meaning-making process of the visitor is a narrative within 
itself. What is learnt and absorbed from a museum visit may only develop over time, 
retrospectively growing in significance as it interacts with other life experiences 
(Adams et al 2011,333). This approach has been adopted by the Tropenmuseum 
Junior; the MixMax Brazil exhibit is interactive, and free-flowing, with the central 
narrative of ‘mix’ as national identity, in reference to the country’s multicultural 
heritage, acting as a thematic thread throughout the exhibition.  
                                                             
2 The guidelines will be discussed in greater detail in the case study chapters. 
3 The Behaviorist school of thought concerns itself with the study of observable actions, not the unobservable 
events that take place in the mind. 
4 The Constructivist school of thought explores how knowledge is created when new information comes into 
contact with existing knowledge. 
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Interactivity and the call for ‘free-choice learning’ (Adams et al 2011, 323) is an 
important concept when discussing the relationship between visitor and narrative. 
Research conducted in the early 90s found that if an exhibition is interactive visitors 
are more likely to stay for a longer period of time ( Stevenson 1994 in Witcomb 
2011, 356), thus increasing the potential for engagement with exhibitions. Andrea 
Witcomb in her article ‘Interactivity: Thinking Beyond’ (Witcomb 2011) discusses 
the application of interactive displays at modern museums, arguing for its 
effectiveness as a pedagogical and democratizing tool for visitors (Witcomb 2011, 
355).  She argues that by making an exhibition interactive you are allowing the 
visitor to choose the path of their experience, and, as a consequence, the shape their 
interpretation and will take. The interactive nature of the Mixmax Brazil exhibit 
proved to be very engaging and effective in this respect; the children were 
encouraged to think more deeply about the idea of multiculturalism and difference 
via the process of taking part in activities originating from Brazil (i.e dancing, 
cooking and creating art) However, Witcomb does take the constructivist discourse 
further; she argues that although interactivity can be democratizing and dialogic, 
there is potential to alienate visitors; the avoidance of the ‘right answer’, and 
emphasis on the visitors own input has the potential atomize the visitor, removing 
them from the shared experience of the collective  (Witcomb 2011, 359), resulting in 
an important aspect of the museum experience and cultural identification to be lost 
(Beier-de-Haan 2011, 196). Although this is true, this would also be correct of any 
social space with the potential to attract a wide demographic. Much like individual 
interpretation, the ‘collective’ present at a museum is not homogenous. Therefore it 
could be argued that on arrival individual visitors could potentially feel isolated 
from the content. It could be contended that interactivity at least offers a chance at 
dialogue, and a move away from the museum as the didactic, authoritative voice. 
The idea of ‘meaning-making’ (Macdonald 2011, 321) and interactivity is explored 
by Danuta Ciasnocha in The Power of Storytelling. Ciasnocha explains how the 
museum of Mölndal is continually exploring new ways to engage their local 
community, particularly in regards to the concept of storytelling. The article 
discusses Mölndal’s use of open storage. By allowing the visitors to roam amongst 
the objects the museum’s purpose is to engage each individual in a dialogue with the 
objects, creating a situation in which memories are evoked (Ciasnocha 2006, 65). 
This style of exhibiting highlights the extent to which a museums can act as a type of 
‘social arena’ (Handler 1993, 33), offering a space in which interpretations of objects 
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and exhibitions are unique to a group or individual; Such freedom of interpretation 
undoubtedly facilitates the potential for empowerment, and also reflects an 
important shift with regards to how object knowledge is being produced. Of course 
this type of museum comes with a particular context that allows for such openness 
of knowledge production.  The Mölndal is a local museum that attracts local people 
with a specific interest and knowledge of the area’s heritage. Although it is a very 
interesting example of a dialogic approach it is not, however, due to lack of 
homogeneity amongst museum-type, a wholly transferable model. 
Stepping into the Narrative: Visitor interaction with Space 
The use of interactivity as a tool for visitor engagement is closely linked with the 
idea of space. There has been increasing scholarly awareness of the effects of space 
on the pedagogical and experiential nature of museums. An exhibition’s spatial 
context undoubtedly affects how a visitor experiences an exhibition, and 
subsequently how they connect with the central themes and narratives being 
expressed. As previously alluded to, the potential for visitor agency via the use of 
interactive devices is great. The implementation of such tools in addition to the flow 
and utilization of space can affect a visitor’s understanding of the central ideas at 
play (Macdonald 2010, 220).  
Exhibition design and the use of space contributed greatly to the case studies overall 
exhibition experience. For example, the many small snug rooms used within MixMax 
Brazil were created in mind of their adolescent audience, facilitating the playful 
enjoyment derived from the exploration of individual interactive rooms, each with 
their own appealing characters and themes. This choice was undoubtedly made with 
the intention of engaging and therefore increasing the understanding of the children 
attending.  The analysis of how visitors move through an exhibition is important, the 
overlooking of flow and routing results in a disjointed presentation of knowledge 
and arguably, as a consequence, initial curatorial aims not being met (Lampugnami 
2010). 
Within the piece ‘Space Syntax: The Language of the Museum Space’ Hillier and 
Tzortzi state that the museum space is a ‘pedagogical device for communicating 
knowledge and narrative’ and that, in turn, space should not be regarded as the 
‘background of human experience’ but instead intrinsic to it (Hiller and Tzortzi 2010, 
282).  A study conducted by Peponis and Hedin explored this idea further by 
reviewing the implications of layout and design choices on two very different 
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exhibitions at the Natural History Museum in London; The older Birds Gallery and 
the newer Human Biology Hall. They contended that the placement of cabinets and 
aisles within Birds Gallery, a collection which originating from the 18th century, 
emphasized the ‘synchrony and hierarchical order’ found in the classificatory ideals 
found in 19th century social Darwinian thought. Whereas the objects within the 
Human Biology hall were presented ‘through a sequence of spaces with varying 
depths’ (Peponis and Hedin 1983 in Hiller and Tzortzi  2010 ), and in a more 
interactive way. The two exhibits utilized the space in incredibly different ways, 
using didactic (Birds Gallery) and dialogic (Human Biology) forms of display, and as 
a consequence the promotion of knowledge and the potential for wider visitor 
engagement differed dramatically between the two.  
The discussed articles offer an interesting overview of the current discourses 
surrounding the role of the museum. As Trafanenko asserts museums should not 
only be perceived as ‘sites of knowledge’, but also as sites of ‘knowledge production’ 
(Trafaneko 2006,56). Current discourse calls for an inclusive model of 
representation, one that transcends evolutionary scales and authoritative western 
voices, and offers a more dialogic environment for individual interpretation. 
1.3 Thesis 
 
This research will be divided into five main sections. The first chapter offers a 
comparative case study of two Brazilian ethnographic projects; Mixmax Brazil, a 
functioning exhibition for children housed at the Tropenmuseum Junior and an 
exhibition in development at the Volkenkunde, Sharing Collections and connecting 
histories: a collaborative project between the National Museum of Ethnology, the 
Netherlands, and the Museu Emilio Goeldi, Brazil.  The difference in target 
demographic makes it a particularly interesting case study. Although this did create 
some difficulties for a direct comparison, the ability to view thematically-similar 
exhibitions in different stages of completion was incredibly insightful. To combat the 
discrepancy in target demographics I decided to analyze how the narrative and 
themes were constructed for the different audiences; what were the differences? 
And why were these important? And what was the impact of these differences? 
The second chapter will consist of the final comparative case study. This will involve  
The Story of the Totem pole exhibition from the Volkenkunde and The The American 
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Indian: Art and Culture between Myth and Reality exhibition from De Nieuwe Kerk. 
As the titles make clear the content of each exhibit concerns Native American 
Culture. On this occasion each the exhibitions were aimed at a wide demographic; 
this took away any difficulties concerning a direct comparison regarding the use of 
narrative. 
Within both of the comparative case studies I will intertwine visitor reactions to the 
exhibitions. This information has been obtained from internet reviews, visitor guest 
books, and for the case of The Story of the Totem pole exhibition, feedback collated 
via visitor satisfaction surveys.  Of course it would have been beneficial to have 
obtained quantitative data via market research for all of the exhibits involved, 
however unfortunately this was not possible for two main reasons; the first 
Busyness, De Nieuwe Kerk, due to their involvement in other events were unable to 
help in this research5; Secondly, the MixMax Brazil is ongoing until 2015, and began 
only in late 2012 therefore the only data collected is qualitative, via online reviews.  
The third chapter will discuss the issue of marketing and narrative representation. 
An important aspect of this discussion was the transposition of the curatorial teams’ 
narrative vision to the commercial, pragmatic realities of the marketing department. 
Discussing this issue with both members of the exhibition and marketing teams the 
research will discuss the complexities that arose within this process. 
The final chapter will be the conclusion. The preceding chapters have been 
discussed in relation to one another and conclusions have been drawn in regards to 
the central and sub questions. 
 
 
 
 
 
 
                                                             
5 Unfortunately my research coincided with the Royal inauguration of 2013. 
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2. Brazil 
This section offers a comparative case study of two very different projects; the 
Sharing Collections and connecting histories: A collaborative project between the 
National Museum of Ethnology, the Netherlands, and the Museo Emilio Goeldi, Brazil 
at the Volkenkunde, Leiden and the Mixmax Brazil exhibit staged at the 
Tropenmuseum Junior, Amsterdam. Whilst each project strives to present and 
celebrate facets of Brazilian culture obvious differences exist between the case study, 
which, in turn, paves the way for a varied, yet extensive scope for critical evaluation. 
It is within potential differences, the variances regarding narrative and exhibit-
making, intended demographic, and central themes, that the universal best practices 
can be highlighted and the processes tailored dependent on demographic and 
exhibition style can be discussed within the context of current museological 
discourse.  
In order to begin this discussion it is important to offer an overview of the cultures 
and practices that have shaped the case studies. In the first section of this chapter a 
general overview of contemporary Brazil will be presented, this will subsequently 
be followed by specific passages related to the thematic content of the discussed 
projects. The purpose of these passages is to create a platform and type reference 
from which further critical analysis can be conducted.  
2.1  Brazil: A short introduction 
 
European perceptions of Brazilian culture are dominated by exotic imagery of the 
nation’s tropicality. Perhaps such imaginings paired with the fact that Brazilians, 
unlike their South American counterparts, predominantly speak Portuguese and not 
Spanish, has also potentially equated to a degree of mystery. Vast in regards to 
territory, and with an impressively sized population to boot, Brazil is defined and 
shaped by its cultural and economic differences. It is a country whose history has 
been punctuated by both moments of tumult and celebration, and whose path has 
created a nation of ‘mix’ and contrast. The country’s size has arguably compounded, 
and given birth to significant regional differences. There are five major areas: the 
Amazonian North, the Northeast, the Centre-South (Southeast), the south, and 
21 
 
centre-west, each of which has its own colloquial thread that gently intertwines and 
overlaps with the surrounding areas to create the unique cultural fabric of Brazil.  
           2.1.1 Race and Ethnicity 
 
Race and Brazilian identity is a vital topic regarding any discourse concerning 
Brazilian culture. The confrontation of peoples arriving from differing social 
formations, cultural traditions and disparate racial origins could potentially have 
resulted in a multiethnic country defined by antagonism and clashes, however, as 
Darcy Ribeiro asserts ‘quite the opposite has taken place…in spite of the survival 
marks of their multiple ancestry in physical appearance and spirit, Brazilians have 
not split up into antagonistic racial, cultural, or regional minorities’ (Ribeiro 2010,2). 
However, Ribeiro does go on to assert that ‘basic ethnic unity does not signify 
uniformity’ (Ribeiro 2010, 2). Explaining the heterogeneous nature of Brazil as a 
consequence of three diversifying forces; ecology, resulting in regional adaptations; 
economy and the consequential differentiated forms of industry, subsequent 
economic gains and corresponding lifestyles; and finally, immigration, this has 
introduced innumerous socio-cultural traditions (Ribeiro 2010).  
In order to fully understand the importance of race and ethnicity within current 
Brazilian socio-cultural discourse, it will be useful to note the central historical 
adaptations that have occurred within the country's past, and how, in turn, such 
reconfigurations of ideals have engineered subsequent notions of self-identification.  
A Short(ish) history… 
In 1500 Brazil became part of Portugal’s colonial empire. Preceding this period the 
indigenous population living in this territory numbered, according to the most 
widely used figure calculated by the historian John Hemming 2,431,000 (1987). By 
the year 2000 this number had reduced dramatically to 734,131, which translates as 
0.4% of the total Brazilian population.6  Hundreds of indigenous tribes occupied 
Brazilian territory at the time of initial European settlement, with the earliest 
indigenous groups dating back as early as 10,000 years prior. The Indigenous 
                                                             
6 This number does not take into consideration the dramatic population decreases that took place in previous 
centuries. Indigenous communities throughout this period endured violence and sickness as a consequence of 
their encounters with European settlers, in fact it is arguably only within the latter part of the 20th century 
that policies and programs have been put in place by institutions such as FUNAI to facilitate growth within the 
indigenous population.  
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population was made up of four linguistic families; Tupí Guaraní, the Gê, the Carib, 
and the Arawak.  
Initially the colonial settlers established a trade in local commodities, most notably 
indigenous slaves. Eventually, Brazil’s economic development came to be 
characterized by agricultural expansion (Crocitte and Levine 1999; Marcus 2012). 
Sugar became a major crop, with Brazil becoming by far the largest sugar producer 
between the 16th and 18th centuries. In the latter part of the 16th century a 
transition towards a predominately African slave work force took place. By the 
1580s Africans made up over 30% of the slave population in Pernambuco, the most 
prosperous area of sugar production. The transatlantic slave trade flourished until 
the 1820s; abolition laws were passed by other prominent European colonies, most 
notably the Spanish and British, resulting in a dramatic decline in trade (Crocitte 
and Levine 1999, 122).  
Slaves lived a hard life, enduring unspeakable brutalities. As the 19th century 
progressed so did the human rights ideals of some members of society. One of the 
most prominent and eloquent voices against slavery came in the form of Joaquim 
Nabuco: 
‘When slavery penetrates modern societies, it destroys a large portion of their moral 
justification… Only one looking at these societies blinded by passion or ignorance 
will fail to see how slavery has brought degradation to many modern populations.’  
(Nabuco in Crocitte and Levine 1999, 143). 
Due to the hard work of Nabuco, his contemporaries, the self-organization of freed 
slaves, and by overall raising the consciousness of their fellow Brazilians, the 
gradual process of emancipation began. On May 13th 1888 slavery was abolished. 
However, the abolition of slavery brought little reprieve for the newly-emancipated. 
Measures were taken by government authorities to control where past-slaves could 
live and work, with many cities creating vagrancy laws that were aimed at 
regulating their movements. The neglect of former slaves by government authorities 
is a dark period of Brazilian history, ex-slaves, predominantly of African and 
indigenous descent, were further marginalized, forced to exist on the peripheries of 
society. The race lines had been drawn, although ex-slaves did not have to contend 
with the Jim Crow laws of the American South, an implicit, yet complex web of race 
relations had evolved over the previous centuries; a set of power relations where 
social hierarchy was informed by skin colour.  
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It is important to note that over 5 million Europeans migrated to Brazil between 
1550-1850, this period was then followed by an influx of other groups, such as the 
Lebanese, Turks, Syrians Japanese, Italians and Germans creating a melting pot of 
cultural traditions and social practices. This latter migration trend coincided with a 
far more sinister development within the pseudo-sciences: Eugenics. This ‘science’ 
trickled from the 19th century into the next, perpetuating notions of racial 
hierarchies. These ideals reached Brazil, like so many other countries, via popular 
culture and scholarly literature.7 By the 1920s this ideology was mainstream and 
proved to be influential in the processes of nation building. Although not overtly 
stated, the eugenicist school of thought galvanized already pre-existing prejudices 
concerning race and, in turn, can arguably be perceived as an implicit catalyst in the 
increased desire for the miscegenation of those marginalized within the Brazilian 
population (Marcus 2012). 
As previously stated, Brazil does not, or has never had, a rigid legal framework in 
regards to race, as a result many Brazilians tend to be more fluid in their own self-
identification (Marcus 2012, 13). However, the myth of racial democracy has waned 
over the past decades, and the social realities of racial prejudice are becoming a 
more apparent truth. The concept of Race and racial constructs are in constant flux 
and, although not shaped by overt legal boundaries, Brazilian identity is shaped by 
the complex, informal borders and social processes of its past. It is the country's 
complexities that makes it such an interesting subject for the Volkenkunde and 
Tropenmuseum Junior, making the potential for themes, concepts and narrative 
great. 
2.1.2 Indigenous communities 
 
When European settlers first arrived in 1600 there were more than 1000 indigenous 
groups living in Brazilian territory. Today that number is 238, and the total 
population has shrunk from approximately 2.4 million (Hemming 1987), down to 
896,917 individuals (www.pib.socioambiental.org/en). 180 different languages are 
spoken, and the majority of the populations are located within one of the 688 
Indigenous lands in Brazilian territory. 
                                                             
7 For example C.B Davenport’s Eugenics: the science of human improvement by better breeding, published in 
1910. 
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The remainder of this section will introduce you to the Ka’apor; the indigenous 
group that will be featured in the Volkenkunde’s  Sharing Collections project.  
The Ka’apor  
According to a study published by William Balée in 1990 the Ka’apor originate from 
the west, between the Xingu and Tocantins Rivers however, as a consequence of 
contact with outside groups and colonial settlers, the group Ka’apor migrated and 
currently reside in the northwestern forests of the state of Maranhãno (Balée 
1990,25; fig 1.) 
The group belongs to the Tupí-Guaraní linguistic family. (Kakumasu 1986; Baleé 
2000, 399) Many groups are multi-lingual, with the ability to communicate in other 
indigenous languages, however, the Ka’apor’s language has remained relatively 
insular, with only a small number of Tembé8  speaking it as a second tongue. 
The Ka’apor also go by the names of Kambõ, Urubu-Caápor, Urubu-Kaápor, Urubu 
and Ka’apor. However ‘Ka’apor’ is their self-denomination, and preferred name. It 
has been stated that ‘Ka’apor’ derives from the term Ka’a-pypor, ‘forest footprints’ 
or ‘footprints of the forest.’  The name Urubu was applied to the Ka’apor during 19th 
century by the Luso-Brazilians. The term translates to mean ‘vulture’; a term that 
undoubtedly pertains to the tumultuous relationship between the two groups 
(www.pib.socioambiental.org/en). 
History 
Unfortunately the histories of many indigenous tribes have been told, shaped and 
mediated by European settlers.  The preference of oral traditions over written 
documentation has meant that much of the history of the Ka’apor has remained 
undocumented, however a migration can be drawn back as far as 10,000 years and 
the Ka’apor speak of ancestors who originated from the Rio Tocantins in the west of 
Brazil. William Balée asserts that this is very plausible, due to circumstantial and 
ethnobotanic evidence (Balée 1990, 25). Therefore, unfortunately, although the 
following ‘history’ is factually correct, it begins somewhat far down the Ka’apor’s 
timeline of existence.  
                                                             
8 The Tembé are a member of the Tupi-Guardini linguistic family, they live in the states of Maranhão and pará. 
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Figure 1. Map of Bazil. Red dot indicates approximate location. Scale 2.5 cm = 1000km (after 
www.pib.socioambiental.org/en). 
Contact History 
First, contact with non-indigenous groups can be tracked back to the 1600s. Written 
documentation shows that the Ka’apor appeared to have contact with Luso-Brazilian 
society from this period to pacification in the early 20th century.  
The 1800s was a century of tumult. During the 1820s, the Ka’apor from the Capim 
basin raided colonial areas in the Guamá basin, escaping with women and goods. In 
1864, the Ka’apor attempted, once again, to pillage settlements in the same region, 
this consequentially led to a defeat for the group. As a result of this clash, over 100 
national guardsmen displaced Ka’apor villages, moving them by force into an area 
surrounding the headwaters of the Guamá and Gurupi rivers. Within the closing 
decades of the 19th century the Ka’apor continued to conduct raids on settlers in the 
Pará and Maranhão areas, as well as other indigenous tribes such as the Guajajara, 
Kren-Yê Timbira, Guajá and Tembé (www.pib.socioambiental.org/en; Baleé 1985). 
1911 saw the arrival of the SPI and subsequent action for the ‘pacification’ of the 
Ka’apor. Their efforts ended in failure and violence between the opposing groups. 
Eventually, in October 1928, peace was sought (www.pib.socioambiental.org/en). 
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Frequency of contact increased during the 1970s  as a result of a new freeway 
between Belém and São Luis that ran close to Ka’apor villages (Kakumasu 1986,360). 
The settling population increased dramatically over this period; ranchers and 
loggers deforested one-third of the Ka’apor reserve, invading and clearing areas 
between the Igarapé do Milho and the Igarapé Jararaca. The current situation is 
marked by tension; Raids by settlers on the Ka’apor have been met with counter-
raids, resulting in a number of fatalities in the last 2 years 
(www.pib.socioambiental.org/en). 
The Ka’apor of the 20th century has gradually incorporated elements of western 
culture. Although many in the group speak Ka’apor as their first language, a large 
group now speak  Portuguese. As a result of intense missionary expeditions between 
1963-1985, Some Ka’apor do believe in a Christian deity, but many still place their 
faith with the healing powers of  Ïrïwar, an indigenous female water deity 
(www.pib.socioambiental.org/en). 
The Art and Material Culture of the Ka’apor 
The Ka’apor are renowned for their feather work. The materials needed are 
retrieved from birds such as the manakin; this bird is notoriously difficult to hunt 
due to its miniature size and preference to linger amongst the forest canopy. 
Collection and creation takes a great deal of skill. The more experienced male 
craftsman of the group will make an array objects out the feathers, such as necklaces, 
wristbands, bracelets, earrings and lip plugs. Another distinctive feature of Ka’apor 
art can be seen in the unique geometric designs painted by women of the group onto 
the faces of their fellow group members. Urucu juice and dye derived from the bark 
of a makuku tree make up the paint. This art is created not for symbolic reasons, but 
instead for aesthetics and its practical applications.  
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Figure 2. A Ka’apor belt made from feathers. It is a ceremonial item made and worn by the men. The 
yellow feathers hold a mythical significance; they are symbols for the sun and the Ka’apor cultural hero 
Mair (www.volkenkunde.nl/collections/record). 
                                  
Figure 3.  A seat/mat made from palm trees (www.volkenkunde.nl/collections/record).  
 
The Ka’apor’s home is rectangular in shape, with a pitched roof. The holding posts 
are usually made from the rot-resistant acariquara wood, Cotton hammocks hang 
from the posts and beams. The home is the female sphere, and it is deemed the 
woman’s job to attend to the fire, and cook. Just outside each home lies a dooryard 
garden. It is a space where men practice their crafts of basketry, woodwork, and 
metalwork and the women complete their sewing, weaving and thread- making 
(www.pib.socioambiental.org/en). 
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Religion 
Shamanism is practiced in most Ka’apor villages, with many practices borrowing 
heavily from the Tembé and African-Brazilian influences. The modern Ka’apor 
shaman draws on the yande ram or ‘ancestors’ of the group, and other divinities 
such as the ‘Mother of the Waters’ Ïrïwar. These spirits are believed to guide the 
shaman in matters concerning illness, the future and  dwindling food supplies. 
Public performance is central to the practice of shamanism. Performances are 
usually precluded by fasting and high-levels of Tabaco consumption, this is to induce 
an altered state of consciousness that will facilitate the insight of the Shaman. 
There are three main rituals that are practiced, each of which centre on Birth, death 
and rite of passages. The first ceremony, and, in turn, the most positive ceremonial 
experience a Ka’apor will experience is the infant-naming ceremony. It is 
celebratory rejoicing in the Ka’apor’s fertility, and is a communal affair.  Before an 
infant can take part in the naming ceremony it must first survive three stages; birth, 
parental food restrictions, and a seclusion period known as the couvade. After this 
period an infant is deemed to be a candidate for naming. Usually the ceremony 
occurs a year or so after the child’s birth, once he or she has acquired the ability to 
crawl. Each infant is required to have a ipai-anhang (sponsoring co-parents.), as well 
as their own parents present.  
Another ritual, which is far more individualistic by nature than the naming-
ceremony, is the ceremony conducted during a females first menstrual cycle. The 
menstrual blood or yaï of a woman is considered to have a polluting effect on society. 
This concept is further compounded by taboos concerning food, restrictions on 
activity and remedies for a heavier menstrual discharge or  yaï-hu. 
Death also holds a great symbolic significance to the Ka’apor. Death is traditionally 
presented in the appearances of ancestral specters, referred to as a_ã. The ignoring 
of taboos can subject an individual to certain penalties.  Also Men who have killed 
others cut their own flesh with an agouti tooth and confined to limited diets 
(www.pib.socioambiental.org/en). 
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2.2 The Case Study 
 
Each project explores a specific feature of Brazilian culture. The Tropenmuseum’s 
MixMax Brazil exhibit sought to present the idea of ‘mix’ within the Brazilian 
national identity and, in turn, celebrate the multicultural fabric of modern Brazil, 
and specifically the state of Pernambuco. On the other hand the central subject of the 
Volkenkunde’s project focuses on Indigenous groups residing in the Amazon, 
specifically, at this stage, the Ka’apor population.  
2.2.1 Creating a Narrative 
 
The projects are at different stages in the exhibit and narrative making process. 
Work for the Volkenkunde’s Sharing Collections project began in January 2013, with 
official contracts being signed in 2013. As an intern on the project I have been given 
an insight into the initial stages of this museological process, and the research and 
work that is required to make a decision concerning content and narrative choice. 
The decision to choose the Ka’apor evolved ‘organically’ (L. van Broekhoven, 
interview, 02 April 2013)9, and came as a consequence of a number steps:  Research 
was conducted into the Volkenkunde’s collection and questions were asked in 
regards to which indigenous groups were present on the museum system (TMS); 
were there any prolific collectors, and how many objects from each group were in 
the Museum’s collection?  There were a few groups considered, with the enigmatic 
Kayapo and the Ka’apor presenting themselves as the frontrunners.  The practical 
issue of logistics was also taken into consideration, it was deemed essential that the 
group chosen must be able to travel by July 2013, as this was a proposed meeting 
month for the chosen group to visit the collection at the Volkenkunde. Meetings 
early in the project are important to the ‘co-creation production process’(L. van 
Broekhoven, interview); the dialogic idea of ‘co-creation’ is presented as a central 
ideal to much of the Volkenkunde’s work and is considered to be the museum’s 
model of best practice when dealing with source communities (L. van Broekhoven, 
interview). The issue of already established contact was also considered to be a 
preferable criterion, for, although the proposed timeframe for the project was 
                                                             
9 Interviews  included in the Appendices, Appendix 1. 
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relatively long (approximately 3 years), the idea of beginning the ‘co-creation’ at a 
sooner date was an inviting prospect. Another factor that had to be taken into 
consideration was whether or not the groups had previously partaken in similar 
projects, for it was deemed preferable to create a dialogue with a community that 
had received less attention, thus producing a greater opportunity for new insights 
and research. The Kayapo, although an incredibly interesting, socially and politically 
active group, had already collaborated in a number of projects. Additionally, as a 
result of the research conducted on TMS, it was also realized that there was one 
Kayapo item within the museum’s collection, as a opposed to the Ka’apor’s 234 
objects; this collection of items had one main contributing collector, Borys Malkin. 
This fact added an extra dimension to the proceedings, opening up trail of potential 
research possibilities. The decision was made – The Ka’apor was chosen.  
The MixMax Brazil exhibit at the Tropenmuseum Junior has been open since October 
2012. The exhibit is ‘focused on the rich culture of Pernambuco’ and the ‘Brazilian 
art of mixing’, with a central narrative of ‘Mix as Identity’, and the important 
overriding message of ‘culture is not static’ (www.tropenmuseumjunior.nl).   It is an 
interactive experience, tending to children from the ages of 6-13. The exhibition 
design takes the children on a journey to an artist’s quarter, through the mangrove 
forest, to a Brazilian town square, a boteco, a bottle cave, a gallery, a remixing studio 
and a roof terrace with a sea view (fig 4;5;6;7). The attending groups get the 
opportunity to cook Brazilian snack foods, dance the frevo or ciranda, upcycle items 
in the ‘mixing factory’, learn about the links between graffiti and woodcutting, and 
remix music in the DJ mixing studio.  These usually intangible aspects of Brazilian 
culture become tangible to the visiting child, they get to physically take part, and not 
experience the exhibit as a passive learner.  
The initial stages of the MixMax Brazil exhibition and narrative making process was 
shaped by a best-practice model similar to that of the Sharing Collections project. 
The idea of collaboration and co-creation was integral to the exhibition making 
process. Similarly to the Volkenkunde research team, whom made their first visit to 
Brazil in April 2013, the MixMax research team visited Brazil in the opening stages of 
the project. The timeframe for the project for the project was 4 years, allowing 
members of the team to research, create and sustain links with members of the 
Pernambuco community. The process of creating partnerships is central to 
Tropenmuseum Junior objectives. During the lead-up to the exhibit members of staff 
endeavored to build partnerships with individuals and organizations from Brazil. A 
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tangible example of this process can be seen within the relationship sought with 
artists, musicians and crafts people from the Pernambuco region. Approximately 30 
artists participated and collaborated with the team at the Tropenmuseum.  The hope 
was that the ‘Dancers [would] contribute towards the choreographies done with the 
children’ and the ‘Musicians [would] contribute towards the compositions that will 
be played in the music activities’ with a hope that ‘all their personal stories [would] 
also become part of the intangible heritage of this exhibition’ 
(www.tropenmuseumjunior.nl). Such partnerships and the use of a dialogic process 
helped to develop the team’s concept of ‘Mix’ as the central narrative.  
The Sharing Collections project began the process of making similar research visits, 
with a trip to Belém, Brazil in April 2013. The plan for the trip was too review the 
Ka’apor collection at the Museu Goeldi, and meet members of the Ka’apor and, in 
turn, show them images of objects in the Volkenkunde collection.  However, like 
many good plans, they had to be re-organised due to a number of unexpected 
occurrences. Unfortunately, due to ill health the two Ka’apor representatives, the 
teacher and Cacica (chief) Mariuza and the village artisan, Mr Te’o were unable to 
attend the collaborative discussions and organizational meetings. Such changes in 
plans emphasize the importance of time. The longer the timeframe, the greater the 
degree of malleability available within a project, and subsequently the greater the 
potential to resolve unexpected issues (Francozo 2013). 
Two main jobs were achieved during the visit; the first, the creation of a work 
schedule and division of labour; the second, an in-depth comparison of the Ka’apor 
collections at the Volkenkunde and the Mueso Geoldi. Whilst comparing the objects 
an interesting discovery was made. There were startling similarities between the 
two, particularly within those collections procured by Borys Malkin. It seems that 
during the 1960s he created a series of very similar collections and donated or sold 
them to numerous institutions and museums. Looking closer into an independent 
database, created by the researcher Andreas Schlothauer, it came to light that there 
were potentially over ten identical Ka’apor collections housed within Europe.  
During discussions it was decided that a number of important events would take 
place: the first, two collaborative workshops organised for 2013, and the second, a 
Ka’apor exhibition at the Museo Goeldi in April 2014. The first workshop will take 
place in July, in both Brazil and the Netherlands, and will include members of the 
Ka’apor and museum professionals from the Volkenkunde and Museo Goeldi. ‘Strong, 
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sustained, and mutually beneficial relationships with source communities are 
critical to universities and museums’ (Buijs and van Broekhoven 2010, 11), and such 
workshops are integral to the development of the project. They offer an interesting 
opportunity to share knowledge on culturally important objects, and, in turn, offer a 
platform from which alternative means of communication can take place.  
Traditionally attitudes within western academic circles have favoured the written 
word over any other type of communication, as a consequence many indigenous 
voices and narratives have been overlooked.  Such preferences have also meant that 
fundamental gaps have occurred between ‘the tangible and intangible parts of 
indigenous heritage’ (Crane Bear and Zuyderhoudt 2010, 135). The organization of 
workshops generates dialogue and subsequently an overall deeper understanding of 
the cultural heritage in question.   
According to the most recent project report the narrative for the small April 2014 
exhibition will be collaboratively shaped by the research departments of the  Museu 
de Goeldi and the Volkenkunde (Francozo 2013). Collaboration and dialogue 
between the institutions and the Ka’apor is vital to the success of this project for 
‘every museum exhibition, whatever its overt subject, inevitably draws on the 
cultural assumptions and resource of the people who make it’   (Lavine and Karp 
1991, 1). Meaning that a balance of voices telling the cultural narrative is more likely 
to tell complete story, free of pre-conceived assumptions.  
At this point it would be interesting to reflect on the idea of the ‘contact zone.’ 
Clifford’s work in 1997 proved to be a seminal moment in the dialectic concerning 
source communities and dialogue. He contended that the museum setting acts as a 
space that facilitates Transcultural dialogue. However he also contended that it was  
a space shaped by ‘inequality’ and ‘conflict’ (Clifford 1997, 193), and further 
asserted that factors such as differences in wealth, control and ownership determine  
‘who would be the collectors and who would be the collected’ (Clifford 1997,195). 
Each of the projects has taken part in such encounters. Although these dialogues are 
inherently asymmetrical, due to the previously stated conditions, it is interesting to 
note how these discussions played out within each project’s ‘contact zone’ (Clifford 
1997). 
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Figure 4. The marketplace scene at the Mixmax Brazil exhibition, Tropenmuseum Junior (S.Colley,   
taken 6 April 2013). 
 
Figure 5. The Mixing factory. The Mixmax, Brazil exhibition, Tropenmuseum Junior (S.Colley, taken 
6 April 2013). 
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An interesting factor, that differentiates the projects, is the idea of expectations. 
What were the teams pre- conceived ideas when entering this ‘zone’? Where there 
any? And if there were, did this effect the manner in which discussions took place? 
In the case of the MixMax Brazil exhibition the central concept of ‘Mix’ was decided 
upon during the initial stages of research, and then source communities were 
contacted. This is not dissimilar to the Volkenkunde’s research process; a decision 
was made before the April 2013 trip to speak with the Ka’apor. However this is 
really where the similarities in regards to expectations end. The MixMax Brazil team 
entered into conversations with Brazilian source communities with the aspiration 
for an exhibition at the end of the process. On the other hand the Sharing Collections 
project is perceived as a more ‘experimental’ pursuit with no definite goal in regards 
to the making of a specific kind of exhibition.    
‘We are not thinking of making the exhibit for the general public, it’s not a family 
exhibit. It’s not how we are envisioning it, it might be one. But right now it’s really 
something we’ve said we want to share collections, and by doing that we want to 
share histories, and that’s it.  It’s much more of a scientific experience’ (L. van 
Broekhoven, interview). 
The idea of sharing is also very interesting when creating a discourse concerning 
contact zones. To ‘share’ connotes a democratization of the dialogic process. It 
presents the image of two groups, on the same (or similar level) conducting a 
conversation. However this is somewhat of an oversimplification of the dynamics at 
play. Although the research has not been conducted with  the perception of a 
resolute outcome at this stage, the observer is still the ‘documenter’ and ‘ultimate 
arbiter of the identity of the object[s]’ (Boast 2011,66). However fluid the process, 
however open the plan there will always be an asymmetry in the power relations at 
play. The positive point with this ‘experiment’ is the degree of asymmetry.  The 
process is being held, at this point, in higher regard than the outcome. This is an 
interesting step in closing the gap between the disparities of authority.  
This does not take away from the MixMax Brazil’s ethics and values. There was 
undoubtedly a great deal of dialogue conducted between the team and source 
communities. There is no doubt that the team used the communities to ‘finetune’ the 
central narrative of ‘mix’, and inform and make the tangible and intangible aspects 
of the exhibit.   In addition, the modern museum setting must be considered in its 
entirety when discussing the idea of the ‘contact zone’ and transcultural dialogue . 
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Practical considerations of budget, declining visitor numbers, and a type of 
commoditization of culture as a consequence of socio-economic shifts (Chhabra 
2008), have certainly had an effect on the narrative and exhibition-making 
processes, making the creation of a ‘product driven’ or ‘visitor driven’ exhibition an 
ever more difficult binary to balance. The two processes have definitely been driven 
by ethical and moral considerations, and each, in their own way, have attempted to 
give a voice and a degree of agency to the communities they have endeavored to 
present and work with. For the museological landscape has changed  ‘We [museum 
professionals] have changed, our attitude towards authority has changed, and our 
thinking that we can speak for others, that’s the biggest added value of these types of 
projects’ (L. van Broekhoven, interview). 
           2.2.2 The Exhibition 
 
Another aspect that is important to the topic of creating and then presenting 
narratives is the idea of creating a dialogue with the visitor. Unfortunately the 
Sharing Collections project is unable to contribute to this discourse as it is in the 
initial stages of creation, however the MixMax Brazil exhibit does offer an ample case 
study. The exhibition has been designed for children, and I was fortunate enough to 
observe a group of 5th/ 6th grade schoolchildren as they experienced the interactive 
exhibit. It was evident from the outset that the Tropenmuseum’s overarching value 
of creating a meaningful, interactive experience was the driving force behind the 
exhibition’s ethos: 
‘In this exhibition, traditional heritage, contemporary street art and waste material 
form an exciting symbiotic relationship. Children can remix music, dance the frevo 
or ciranda, discover how graffiti and woodcutting are related, and up cycle waste in 
a mixing factory. All of this is done in a theatrically designed artists' quarter where 
nothing is what it seems and mixing is what it's all about’ 
(www.tropenmuseumjunior.nl/). 
The school group was spilt into three groups, each of which, led by an exhibition 
employee were involved in exploring different, yet interweaving storylines. The 
employees acted as another tool in this immersive experience. All originating from 
Brazil, they each had experience in dance and music, and were able to skillfully lead 
the children in song, dance and artistic exercises. Prior to the schoolchildren’s 
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arrival they would have been given a small story book The slipper of Maria Bonita. 
Split into a pink and blue story, each the two stories followed two separate 
characters a boy (Nano) and girl (Maria), in their quest to find a missing slipper. The 
separated groups followed one of the two stories in the exhibition; the story of the 
boy, which followed him in search for Maria’s slipper, and along the way he met the 
different artists of Pernambuco; the graffiti artists, dancers and musicians. Flip over 
the book and you’ll find the alternate story of Maria, who in search of her slipper 
founded an artistic community. These storylines acted as a tool giving structure to 
the experience. 
Participation is a key design element within exhibitions for children (Witcomb 
2011). Participation creates a sense of ownership, which is important, as it enhances 
engagement and builds self-confidence. The Tropenmuseum Junior’s pedagogical 
principles  centre on the idea of empowerment and  the stimulation of independent 
thought. ‘Being able to construct meaning is central to identity, as it gives us a sense 
of who we are and where we belong’ (Hall 1997 in Hooper-Greenhill 2007,179). This 
ideal shapes each participants  own narrative, encouraging them to expand their 
own knowledge and world view.  There are a number of key elements that makes up  
a Tropenmuseum junior experience: A central theme or Country (in this case Brazil); 
A mediator that inspires the visitors to participate and engage in the activities; 
Personal narratives, for example the  Maria Bonita story or non-fiction accounts 
from members of the source community; interactive exhibition design to facilitate 
the individual’s own learning narrative and dialogic process; structure and 
organisation so that the child can make the most out of their experience; and lastly, 
an array of multi-disciplinary activities. 
There were a number of activities that the children participated in. As previously 
stated, the different groups were led through their own narrative encountering 
different themes and activities. A universally popular room was the Dance and music 
space. The room has a set of large video screens on the back wall. Whilst the music 
plays and the ‘mediator’ leads them through the song and drum beat, the videos on 
the back wall display dancers moving in a specific style. The narrative experience for 
the young visitors seems like a type of theatrical reality, whereby they get to 
experience the intangible, authentic aspects of a culture through hands-on 
experience. Those children interested in the music space often found themselves in 
the DJ room (fig 6). The space was made primarily out of upcycled material, fitting 
with the overall aesthetic of the exhibition. The small enclaves to the side of the  
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     Figure 6. The DJ and mixing room. Mixmax Brazil, Tropenmuseum (S. Colley, taken 6 April 2013).         
                                                
Figure 7. The DJ enclove. Mixmax Brazil, Tropenmuseum (S.Colley, taken 6 April 2013).         
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room housed the interactive DJ decks (fig 7). The room, like others created a sense 
of creative escapism, the children’s ability to interact with the space around them 
allowed them engage more openly with the narratives at play. 
The children were very much involved in the ‘meaning-making’ process, and it is 
evident that the Tropenmuseum Junior has adopted a constructivist inspired 
approach to their exhibitions (Hein 2005; Macdonald 2011, 321). An example of this 
is the employee’s move, at the beginning of the programme, to remove the teacher 
as the authoritative voice of knowledge, as is traditional in the teacher – child binary. 
Instead the teacher is given the role of the talent scout, with the job of moving 
between the groups, listing, and then highlighting at the end of the session who is 
talented as what. This is a very interesting action, and shifts the power away from 
the teacher onto the expert employees. It shifts the constraints concerning behavior, 
it implies a degree of freedom that opens the children up, and genuinely seemed to 
have an effect on how the children acted – particularly in regards to the more 
reserved students. The consequential openness of the situation arguably led to a 
greater degree of emersion and vocalization by the quieter students. Also when the 
teacher is removed from the role of educator they are subsequently removed as 
mediator of knowledge. The implication is that the members of staff, all of which 
originate from Brazil, are given agency and the potential to mediate cultural 
knowledge on their own terms. 
The immersive nature of the exhibition meant that students literally stepped into 
the narrative of the exhibition. From the beginning the students were encouraged, 
via the asking of questions, to interrogate and think critically about their 
surroundings. I was following one of the groups, they stopped in a room entirely 
made of bottles; the furniture, the walls – everything (fig 8).The exhibit leader asked 
the children to think about the materials that were used, and, in turn, the process of 
upcycling and what this meant. The next stop, cleverly, was the ‘mixing factory’ (fig 
5); this was the arts and crafts space and the children were encouraged to look at, 
and at a later point in the programme if they chose to, make art and upcycle used 
objects such as bottle tops and plastic. This was one of a few examples whereby the 
children interacted with their surroundings, and arguably proving the effectiveness 
of the space as an interactive exhibition model and as an effective ‘pedagogical 
device for communicating knowledge and narrative’ (Macdonald 282, 2010). 
39 
 
 
Figure 8. The Bottle room, and location of the upcycling discussion. Mixmax Brazil, Tropenmuseum (S. 
Colley, taken 6 April 2013).         
The central narrative of ‘Mix’, and in turn, Mix as Brazilian identity, ran throughout 
the exhibit. However I have to question the legitimacy of museum’s portrayal of 
racial mix. Although the idea of promoting social cohesion and multi-culturalism is a 
noble endeavor, the realities of Brazilian social and racial issues have been 
somewhat overlooked. The myth of racial democracy is a false ideal that has been 
perpetuated over the last century (Marcus 2012). De facto lines of racial difference 
have informed the disparities in wealth and social agency. The 2010 Brazilian 
census showed that poverty rates amongst black communities were three times 
higher than their white counterparts. It could be argued that the Tropenmuseum 
Junior could have challenged this false image. However the intended demographic 
must be taken into account. It must be asked whether 6-13 year olds could discuss 
and think critically about a subject that adults have issues internally reconciling. One 
thing that the exhibition does achieve is the presentation of a variety cultural 
practices originating from different stratas and facets of society, and celebrates them 
in equal measures.  
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The Tropenmuseum Junior undoubtedly offers a unique experience. Unlike any 
other museum in the Netherlands, it is the only children’s museum to address the 
topic global citizenship in conjunction with the subject of personal and world 
orientation, a core subject area within the Dutch primary school curriculum. The 
exhibition is promoted though an organization called Mocca, a body specialising in 
cultural education within the Dutch school system. Participating schools are 
encouraged to leave feedback and evaluations on their website, to aid other groups. 
The Mixmax Brazil has received on average 4 out of 5 stars, with their pedagogical 
qualities consistently scoring higher than the average.  Such results, paired with the 
high praise repeatedly left on the museum’s comments board shows that the 
exhibition is engaging its target demographic.   
The overriding message of the exhibitions shown at the Tropenmuseum Junior is the 
idea that culture is not static. Every aspect of the space, from the dancing, baking, 
art-making in the ‘mixing’ factory, to the exhibition design itself explored this central 
concept and theme. The application of the narrative was immersive, and ran, 
without fail, throughout the whole exhibition, successfully presenting the dynamism 
and vibrancy of Brazil.  
2.3  Concluding remarks 
 
The projects discussed in the case study offer an interesting insight into how 
narrative and ideas evolve within a museum setting.  The Sharing Collections project, 
taking place at the Volkenkunde Leiden is an ‘experimental’ process, one that is 
playing with the blueprint for exhibition and narrative – making processes. It is all 
very organic; the project was entered with only fluidity in regards to expectations.  
This differs somewhat to the Tropenmuseum Junior’s MixMax Brazil. The team 
behind this project took a less organic approach, although the ideal of ‘partnership’ 
was still central to how the ideas and narrative developed. The ideal of ‘co-creation’ 
was present to differing degrees, and the source community was incorporated to the 
extent of having Brazilian members of staff as group leaders within the exhibit (L. 
van Broekhoven, interview). 
Overall each project is successful in engaging in a dialogic process of presentation 
and engagement. Although each project is differing in terms of stages and 
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expectations, and styles of process, they have reacted well to the changing dynamics 
of the modern museum setting, and, in turn, are producing something meaningful. 
 
                                                      
Figure 9. The entrance hall to the main music room. The images features a set of drums created from 
upcycled material. Mixmax Brazil (S.Colley, taken 6 April 2013).                                                                
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3. The North American Indians 
 
This chapter offers the second and final study of the thesis, a comparison between 
The American Indian: Art and Culture between Myth and Reality exhibition, De 
Nieuwe Kerk and The Story of the Totem pole exhibition, Volkenkunde. Although 
they were similar in the sense that each attempted to provide a type of cultural 
overview of Native American culture, they differed in their central narratives. De 
Nieuwe Kerk exhibit offered a geographical and chronological overview of Native 
American artistic traditions, whilst the Volkenkunde’s exhibition focused on the 
cultural traditions of the Northwest coast. 
In order to gain a greater insight into how and why certain decisions were made 
within the narrative and exhibition making process it is important to create a degree 
of context from which analysis and conclusions can be drawn.  
3.1 The North American Indians: An Introduction 
 
So who are Native Americans?  David W. Penney, the guest curator of De Nieuwe 
Kerk exhibition, suggests that ‘ultimately, the identity of Native Americans stems 
from countless local cultures that, historically, have found themselves and their 
descendants bound together in the situation of contending with the conquest and 
colonial repression’ (Penney 2005,14). It is true that, before the first European 
encounter, the indigenous peoples of North America had resided on the continent 
for over 15000 years, where diversity of culture and the differences in ways of life 
was the overwhelming continental characteristic. In fact an outstanding feature was 
the diversity in language. At initial European contact there were more than 50 
language families, with 300-500 linguistic branches, during the same period Europe 
had 2 language families, with 40 to 70 branches. Therefore, following traditional 
conventions of defining ethnicity and culture via language, Native America was far 
more diverse than their European counterparts. Before contact had been made such 
groups did not use the self-denomination of ‘Native American’, but instead used 
terms that frequently translate to mean ‘people’, for example ‘Aaninin’ which means 
‘White Clay People’  and ‘Misquakie’ , ‘Red Earth People’ (Penney 2004, 13). This 
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suggests, as Penney does imply, that the ‘Native American’ identity is a type of 
construct materializing from a long and tumultuous history of troubled encounters.  
 
History of Contact 
A straight forward timeline of the Native American experience with the European 
conquest is shaped by a complex web of encounters, tempered by cultural diversity 
and agency of power. In reality the Native American Perspective, particularly 
between the 15th and 19th centuries, is largely lost to history. Those creating the 
narrative, as often is the case in human history, were those in the position of power 
– the European settlers.  The means by which events were documented, and in turn, 
the western preference for the written word over other mediums of communication  
have also effected the extent to which the Native American voice can be heard, and 
as a consequence many have been excluded from the compilation and formation of 
their own historical and cultural narratives (Crane Bear 2010). In addition the 
diverse cultural and geographic backgrounds of those involved made for varied 
experiences. For example the Indigenous farmers of the Natchez10 engaged with  
western explorers differently to their hunter gatherer Apache counterparts11, add to 
this the differing colonial agendas of the European countries involved, the 
subsequent first- contact experiences varied tremendously. 
In face of such complications this section will review the broad themes most 
relevant to the narratives presented in the The American Indian: Art and Culture 
between Myth and Reality exhibition, De Nieuwe Kerk and The Story of the Totem 
pole exhibition , Volkenkunde, in a hope of creating historical contextualization for 
future analysis.  
In the Beginning… 
Driven by expansionist policies engineered in a social climate wrought with issues of 
inflation, religious intolerance, and war, European nations looked to expand their 
resources. In 1492 the Italian explorer Columbus, under the auspices of the Spanish 
Monarch, voyaged across the Atlantic. Although not the first to reach the Americas 
his expedition was the first to obtain, and then sustain, contact with the indigenous 
                                                             
10 The Natchez originate from the Natchez Bluff area of modern day Mississippi.  
11 The Apache originate from Southwest U.S.A. 
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population. In 1906, Chitto Harjo, a member of the Creek group, offered his own 
reflection on this first encounter: 
‘Away back in that time – in 1492- there was a man by the name of Columbus came 
from across the great ocean, and he discovered this country for the white man… 
what did he find when he first arrived here? Did he find a white man standing on 
this continent then… I stood here first, and Columbus first discovered me… I want to 
know what did he say to the red man at that time?... He told him, ‘The land is all 
yours; the law is all yours’ (Chitto Harjo in Debo 1972, 19). 
From an indigenous perspective the intentions of the first Europeans were not 
transparent. As previously stated, the cultural diversity inherent to the continent 
meant for varied first encounter experiences. A number of the indigenous 
communities were met with respect, and thus repaid this courteous attitude with 
kindness.  However the overriding experience for many groups was violent; rape, 
pillaging, murder and kidnap were common occurrences during these first meetings 
(Waldman 1985; Debo 1972). 
Although other Europeans12 did voyage across the Atlantic, in fact the Greek 
Navigator Apostolos Valerianus reached the Northwest coast in 1592, it is argued by 
a number of historians that the 16th century in fact belonged to the Spanish in terms 
of European agency and exploitation within the North American continent (Debo 
1972; Waldman 1985). The first Spanish colony was established in 1494 by 
Columbus on the island of Hispaniola. By 1515 there were 17 Spanish settlement 
towns on the island, with an industry in cotton, mining, and farming, all 
underpinned by the use of indigenous slaves.  
From the 17th century onwards indigenous resistance to settling populations 
increased. Unfortunately there was a silent killer, brought over with the Europeans, 
that disallowed any fruitful, long-lasting military achievements for the indigenous 
peoples. Disease and epidemics disseminated indigenous populations, with some 
groups decreasing by up to 95 % (Dobyns 1966), paired with an aggressive slave 
trade and an ongoing, continuous stream of settlement, the tactical offenses 
deployed by the indigenous groups were overwhelmed by these outside, 
uncontrollable elements (Waldman 1985; Debo 1972). 
                                                             
12 England, France, Sweden and the Netherlands also made the transatlantic journey. 
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This trail of exploitation carried through most of the 18th century, it was not until 
the 19th century that there was a notable change in the political character of the 
subjugation and conflict. After the war of independence against the British (1775-
1783), there was a shift in power relations; Overseas colonial powers lost their 
agency and a new domestic expansionism moved to the forefront of the social, 
political and economic agenda. In a cruel twist of fate the indigenous peoples were 
unable to stem the tide of the second wave of colonialism; there were no regions too 
remote, and the settlers, similarly to their predecessors, were inconsistent in 
regards to bi-partisan agreements made with the indigenous populations. 
The first piece of U.S policy created in regards to the indigenous population was the 
1787 Northwest Ordinances: ‘The utmost good faith shall always be observed 
toward Indians, their lands and property shall never be taken from them without 
their consent.’ This policy was created with the intention of ‘preserving peace and 
friendship’ (www.loc.gov/rr/program/bib/ourdocs/northwest). 
Within a few decades this was undermined by a number of Supreme Court 
decisions13, stripping the indigenous population of their deserved rights.  In 1830 
the Indian Removal act was passed, forcing the migration of eastern indigenous 
groups to settlements west of the Mississippi River. Over 100,000 eastern Indians 
were moved, some voluntarily and others by force. They encountered great 
difficulties, losing many along the journey to exposure, illness and starvation. Those 
that survived name it the ‘trail of tears.’ The late 19th century saw the  increased 
pressure for assimilation, there was forced reorganization, removal from land, and 
harrowingly children were taken from their communities and place in government – 
run boarding schools, where abuse and neglect were rife (Waldman 1985). 
Anthropological Encounters 
The 19th century also proved to be a time of great scientific discoveries, new 
practices and approaches appeared within all subjects, including anthropology. A 
leading figure in this field during the 19th century was the academic Franz Boas. He 
was a prolific scholar, however it was his study of the Kwakiutl from the Northwest 
coast that proved to be a seminal moment in his career, and influential in the early 
development of anthropology and ethnography. Boas began studying the group in 
1886, working with them for almost 60 years, meticulously noting and describing 
                                                             
13 Johnson v Mc’Intosh (1823) and Cherokee Nation v. Georgia (1831) 
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every aspect of the Kwaktiutl culture and their relations with other surrounding 
Northwest coast Indians (Rohner 1969, 23).  
                                                  
Figure 10. George Hunt’s Family with Franz Boas (right), 1894. Photo: Pennsylvania Museum. George 
Hunt acted as Boas’ main informant for over 40 years (www.firstnations.de).                                         
 
Boas’ methods weren’t dissimilar to his contemporaries, yet he did endeavor to 
cover a wider range of topics. His interests lay more with the folklore, art and 
religion of the community rather than with the social and economic structures and 
organizations ( Rohner 1969, 23; Wyn and Piero 2002). Also, unlike many of his 
contemporaries, Boas argued for the need to learn the native language. Within 
fieldwork Boas took a less euro-centric perspective in his research, avowing that 
anthropologists should not simply analyse the actions of the subjects, but instead 
endeavor to gain insight into their subjective world of thought (Rohner 1969, 23; 
Wyn and Piero 2002). 
3.1.2  Artistic Traditions  
 
Art within Native American culture, like within other cultures, is created within its 
own system of aesthetics. As time has passed this system of aesthetics has evolved 
and changed, absorbing new concepts, and frameworks for enjoyment and criticism. 
Traditionally the creation of art within Native American culture was a day-to-day 
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activity. For example women within the plains’ communities often decorated clothes 
of family members. Of course, like in any activity, there were those that excelled and 
were subsequently recognized within their community. Fine workmanship was a 
desired attribute long before Western contact, and in turn, commanded a premium.  
Artistic practices were often passed down through generation resulting in the 
prominence of specific families in certain mediums. For example in the 19th century 
it was customary within the Kiowa of Oklahoma to celebrate and honor their 
favored child, or ‘auday’, with beautifully decorated beaded baby carriers or cradles.  
Often skilled women, such as the young Kiowan Lizzie Woodward, were approached 
to create such objects. Research revealed that Lizzie was the third in line of a highly-
regarded artisan family, specializing in beaded work and decoration (Penney 2004). 
Regional Styles. 
The term Native American Art covers a broad category, that takes into consideration 
not only disparate cultures but also time spans that go back as far as prehistoric era. 
Therefore, of course, each region had its owns style, and preferred mediums to work 
with. The Southwest groups have traditionally been masters of painting, weaving 
and pottery, the pueblo art of the region, as like others, were produced within rigid 
forms of aesthetic expectations. Such expectations were a feature within many of the 
regions, and the lack of experimentation that appears as a consequence, has often 
been cited as a marked difference between the arts of Native America and the 
Europeans. The Midwest and Great Plains area were known for their carved shell 
and stonework; the Adena, Oneota and Hopewell groups are particularly renowned, 
creating sculptured stone pipes and polished copper ornaments. In fact such carved 
pipes featured heavily in the Plains section of De Nieuwe Kerk exhibit, dominating 
the regional cabinet. The Eastern groups, within the Northeast and the Great Lakes 
regions were famous for their wood carvings, and porcupine quill work, which was 
eventually replaced in popularity with beadwork at the end of the 19th century 
(Warnock 2009; Penny 2004). 
The Northwest Coast.  
As P Durker contended in his 1955 piece Indians of the Northwest Coast the ‘natural 
environment favored development of the woodworking craft, for the towering of the 
Northwest contained a number of useful and readily workable words’ (Durker 1955, 
61). Wood was, and still is, a central resource to the Northwest groups, supplying 
them with the means to create homes, canoes, weapons amongst other material 
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culture (fig 13; 14).  Robin wright explains how ‘artists with a professional status on 
the northern Northwest coast were usually members of the noble class who 
inherited their position and were trained as artists as well as leaders’ (Wright in 
Penney 2004). This social dynamic is at play within The Story of the Totem pole 
exhibition, with the head Kwakiutl Totem pole carver, Rande Cook, inheriting both 
his chieftainship and artistic capabilities from his grandfather Gus Rande 
(www.randecook.com/about.html). 
As previously stated the Northwest coast peoples are renowned carvers, with their 
most notable artistic export being the Totem pole.  The Totem pole and synonymous 
with the area. They are often used as memorial and house portals, and are created to 
act as an insignia of social position, reflecting the wealth and importance of the 
individual who commissioned it.  
A criticism that often arises within the discussion of Native American art is the idea 
that it is often situated in the historical, that is to say it is often perceived as 
something belonging only to the past, not as an item created within its own 
contemporary cultural systems of aesthetics (Penney 2004). It is important to 
transcend the western inclination to view such items  purely as cultural artifacts, for 
such perceptions deny the opportunity to think more about the identity of the 
creator,  thus quashing the potential for a well-rounded understanding of the pieces 
at hand. 
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Figure 11. No Two Horns (Hunkpapa, Standing Rock Reservation) Painted tipi, c. 1915 .Minneapolis 
Institute of Arts (www.nieuwekerk.nl). 
                                 
 
Figure 12. Navajo Blanket, Arizona, 1880-1890 (www.volkenkunde.nl/collections/records). 
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  Figure 13.  Haida mask housed at the Volkenkunde (http://volkenkunde.nl/collections/records).  
 
                         
 Figure 14. Tlinglit wood carving featured in the Northwest coast section of De Nieuwe Kerk exhibit     
(www.nieuwekerk.nl).             
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3.1.3 The Native American Today 
 
 A continuing theme within Native American culture is the diversity and 
complexities existent in the groups’ ethnic and political identities.  According to 
recent censuses there are approximately 560 Native American federally recognized 
groups in the U.S.A, and over 600 in Canada. The Modern Native Indians of the U.S.A 
and Canada have achieved as great deal in the last century. As a consequence of their 
political activism they enjoy equality of civil rights, a flourishing economy via 
tourism, tribal industries and gaming, criminal jurisdiction over reserves, and rights 
concerning the ownership of their ancestors’ remains (Waldman 1985; Penney 
2004). 
Modern Demographics  
There are approximately 6.1 million Native Americans residing in North America; 
5.2 million located in the U.S.A and 700,000 in Canada 
(www.census.gov;www12.statcan.gc.ca). Traditionally those located in Canada are 
referred to as First Nation groups, and those in the U.S.A simply as Native Americans,                                  
or American Indians (However the term ‘Native American’ is often used as an 
umbrella term for all non-inuit and Métis groups located in North America.) 
According to a census conducted in 2010 the greatest number of Native Americans 
located in the U.S.A were distributed mainly in the west of the country, this pattern 
of distribution is mirrored amongst the First Nation groups of Canada, with 83% of 
the population residing in Ontario and Western provinces.  31 % of First Nation 
peoples live in the Northwest, the area represented in The Story of the Totem pole 
exhibition.  The First Nation’s population grew by 29% between the 1996 and 2006 
census, a growth rate three times higher than the non-indigenous population of 
Canada. Similar increases can be seen in the number of North American Indigenous 
languages that are spoken; of which over 60 are used in Canada, and 169 in the U.S.A.  
Once again there was a definitive increase, with over 29% First Nations being able to 
speak an aboriginal language to a conversational level. The most notable increases 
occurred within the Cree (7%), Dene (8%), Blackfoot, and Montagnais-Naskapi 
(10%), and Oji-Cree communities (20%)  (www.census.gov). 
Such data proves that North American Indigenous groups, in spite of their 
tumultuous past, are present, and growing, with a cultural narrative that is ongoing 
and dynamic.  They are cultures that need to be presented in a way that transcend 
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stereotypical visions belonging to the past. It will be interesting to see the extent to 
which the De Nieuwe Kerk and the Volkenkunde recognized this fact and whether or 
not they harnessed a narrative that was fitting and complete. 
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3.2 Case Study  
 
This section will introduce and provide a comparative study of two Native American 
exhibitions; The Story of the Totem pole from the Volkenkunde, and The American 
Indian: Art and Culture between Myth and Reality from De Nieuwe Kerk. As 
previously discussed Native American culture is multifaceted and dynamic, with its 
own plethora of languages, cultures and practices. To represent a culture often 
viewed in terms of monolithic, stereotypical constructs is a complex task. In order to 
discuss these similar yet differing exhibitions, within the context of such ethical 
considerations, this study will explore the narrative and exhibition making process 
in regards to central themes and icons, intended demographic, exhibition design and 
source community participation.    
In mind of these central considerations, a number of essential questions that must 
be explored are how and if these museums have been successful in finding a balance 
between the product and the visitor; have they been able to create an exhibition that 
is solely product driven or visitor driven? Or has a happy equilibrium been found? 
This line of discussion is very important when thinking of the modern museum. The 
economic realities of budget cuts and declining visitor numbers have undoubtedly 
affected the processes practiced within the creation of exhibitions and narratives. 
Such realities proved to be particularly evident when researching the Totem pole 
exhibition. The conception of the exhibition came about as a consequence of a need 
to create a popular exhibition that would attract the greatest number of visitors. 
Thinking of the success of the previous Indian Stories (1998) exhibition, which 
proved to be the most popular exhibition, in regards to visitor numbers, in the 
Volkenkunde’s history, the management decided upon the creation of a new Native 
American exhibition; although, this time with a focus on Northwest Coast culture.  
De Nieuwe Kerk’s procedures concerning the choosing of exhibition themes differs 
somewhat. They are a space that invites guest, often highly-acclaimed, curators from 
around the world to create an exhibition. In this instance De Nieuwe Kerk is working 
in cooperation with David Penney, a specialist in Native American Art and the 
Associate Director of Museum Scholarship at the National Museum of the American 
Indian in Washington, DC.  The intention of this exhibition, according to its website, 
was to firstly present the ‘artistic traditions of American Indians, the indigenous 
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peoples of the North American continent. Exploring seven different regions, [it] will 
paint a picture of the rich and diverse arts and cultures of these Native American 
peoples’ (www.nieuwekerk.nl), and second, to debunk stereotypes and, in turn,  
differentiate between ‘Myth and Reality.’  
An important point to consider is the intended demographic of each exhibition.  
Although one would presume that each institution vies for a similarly general 
demographic, in reality this is not true. The Volkenkunde has been explicit in their 
desire to capture the attention of the family audience, the museum’s communication 
manager, Geke Winke, confirmed that they were very interested in the family unit 
‘because when you trigger the decision maker, which is always nearly housewives or 
mothers, then you attract four or five people at once’ (G. Winke, interview, 24 May 
2013)14. This seems to be not only a practical solution to the ever-increasing 
pressure on museums to attain high visitor numbers,  but it is also an interesting 
way to consistently attract a wider age range, thus increasing the potential for 
return visits. Whereas, on the other hand, De Nieuwe Kerk with its ideal address of 
the Dam square, in central Amsterdam,  routinely attracts an audience of tourists 
and the city’s cultured community.  It will be interesting to note the extent to which 
each museum have considered their intended demographic within the narrative-
making process and, in turn, the struggles existent in balancing visitor needs with 
the voices of the cultures on show.  Is such information useful or restrictive? Or is it 
a much needed tool in the narrative development of exhibitions? 
In order to answer such questions it is vital to begin with an in-depth look into the 
exhibition and narrative making processes of each project. Unfortunately, as a 
consequence of the museum’s busy schedule, I was unable to attain the material I 
would have ideally liked from De Nieuwe Kerk. Subsequently much of the 
information gathered in regards to their processes has been found in previous 
works of the guest curator David Penney, and other publications and secondary 
sources that have made reference to such information. On the other hand the 
Volkenkunde were incredibly helpful during this research period, allowing me 
access to numerous resources. Subsequently fuller accounts of the Volkenkunde’s 
processes were able to be compiled.  
                                                             
14 Interviews  included in the Appendices, Appendix 1. 
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3.2.1 Creating a Narrative 
 
The Story of the Totem pole project began back in 2011. The management at the 
Volkenkunde decided that the museum needed a crowd-drawing exhibition, and 
finding inspiration from the success of a Plains-themed exhibition 10 years prior 
decided upon the Northwest coast culture of North America, and, in turn, the 
cultural icon of the Totem pole as the central theme.  It was an unplanned exhibition 
in the staff’s museum schedule, and the timeframe for realizing the project was 18 
months. According to many museum curators and professionals time is the key 
when working in ‘co-production’ with source communities.15  Ideally, as alluded to 
in the previous case study, 3-5 years is needed to develop relationships over time. 
As  Dr Pieter Hovens, curator of the Volkenkunde’s North American department, 
asserts you need to ‘discuss what your research interests are, [and] what the value 
of your work might be for them’  and that in order to create and present a complete 
story of another culture you have to adhere to two values: 
‘that the information you give is not only factual information but also the imagery 
you put across is correct. So that information is based on empirical evidence and fact. 
The second is presentations should be based on ethical considerations, so you need 
to take into consideration the views and accounts of the people whose history and 
culture you wish to portray because you are a middleman, a cultural broker in that 
field, so you have an ethical responsibility’(P Hovens, Interview, 22 March 2013)16. 
During the research it came to light that there were reservations, particularly from 
the research team, in regards to the amount of time allocated to the research section 
of the project and whether their role as a ‘cultural broker’  would adhere fully to the 
above two values in the time given. There were alternative, smaller-scale plans 
offered, that took into account the lack of North west Coast items present in 
European collection. However, in the end, the larger scale, crowd-drawing exhibition 
was approved.  Such occurrences are symptomatic of the many pressures placed 
upon the modern museum.  Dramatic cuts in public funding have led museums to 
think of ways to increase revenue and to justify their usefulness as public 
institutions via the amount of footfall.  
                                                             
15 Interviews  included in the Appendices, Appendix 1. 
16 Ibid 
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De Nieuwe Kerk arguably does not share the same financial concerns. Although it is 
not immune to the effects of the financial crisis,  due to the nature of its spatial 
versatility, tourist location, and setting for many a high-profile event, comparably it 
is an institution that does not have to concern itself so acutely with the financial 
implications of curatorial decisions. In addition, unlike the Volkenkunde, it is not 
solely an ethnographical or research institution, but instead a setting for an array of 
guest curators all looking to present on a catalogue of subjects. Although there are 
research members of staff working at De Nieuwe Kerk, it is arguably an enabler of 
representation and exhibitions, rather than the central driving force behind the 
research and compilation of themes and narratives. Although I was denied access to 
the timeline noting the narrative-making process of The American Indian: Art and 
Culture between Myth and Reality exhibition the central narrative is exhibited in 
much of the guest curator’s, David Penney’s, scholarly work.  Like many of his 
contemporaries he promotes the ideal of collaboration with source communities, 
whilst understanding the complexities inherent in such dialogic relationships: 
‘Today, when museums consider organizing an exhibition with an American Indian 
topic, there are nearly always three major agents at work: the institution of the 
museum and the representatives of living American Indian communities . . . both of 
whom address the third agent, the “object” of the exhibition’ (Penney 2000, 47). 
Definite parallels can be seen within the central narratives of De Nieuwe Kerk’s 
exhibition and Penney’s most recent book North American Indian Art (2004).  The 
exhibition, as is evident from its title, attempts to present an overview   of Native 
American artistic traditions whilst trying to debunk pre-conceived indigenous 
stereotypes. This narrative is very much the ethos of Penney’s book.  Within the 
introduction he condemns the western tendency to appropriate and then perpetuate 
caricatures of Native Americans, stating that ‘such imagery has little to do with the 
identity of real native people’ (Penney 2004, 14), and that as consequence, authentic, 
real experiences are lost when replaced by such false imagery. In addition to this 
similarity, the layout of the books content, arranged via regions, resembles the 
layout of the exhibition itself.  
Another question that was raised by the Volkenkunde staff was ‘what can we do well 
within this timeframe?’ So with a cultural icon, and central narrative decided upon 
the museum proceeded along in their plans to create a ‘large family exhibition’ (G. 
Winke, interview). A competition was launched by the curator, Pieter Hovens, with 
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help from the Kwakiutl cultural community centre of Alert Bay to find the Totem 
pole carvers for the exhibitions star attraction. Members of Kwatkiutl community 
and the cultural centre were given a vote (F. Scholte, interview, 29 March 2013)17; 
three carving groups from the Kwakiutl entered, and in the end Rande Cook’s group 
were commissioned. The Volkenkunde’s decision to give members of the community 
a vote and a role in the decision making process does embody the collaborative 
ethos. However it could be argued that it was a restricted kind of agency; the main 
cultural icon had been already been chosen, there were only three teams to choose 
from, all of which originated from just one Northwest Coast group. 
 Approximately 100,000 euros was spent on this commission. This transaction does 
raise some questions in regards to the collaborative nature of the project.  It seems 
almost forced, superficial in a way.  As has already been expressed, the idea of time 
and developing relationships and dialogue is the cornerstone of a truly collaborative 
project (Peers; van Broekhoven; Hovens; Oosten 2010). This point was firmly 
reinforced at a 2007 ‘Sharing Knowledge and Cultural heritage’ conference held at 
the Volkenkunde, where a more ‘ethical methodology’, and ‘the necessity of 
maintaining relations between museums and communities’, and the ‘need for 
personal investment in the process ’  (Peers 2010, 184) were placed at the forefront 
of the discussion. In the case of The Story of the Totem pole exhibition it seems a type 
of investment did take place but, unfortunately, it didn’t seem particularly personal. 
The transaction and payment of the Totem pole arguably turns it into a commodity. 
Arguably all objects removed from the dynamism of their original context, and then 
stabilized within a display cabinet are transformed, become ‘moments of ownership’ 
(Crew and Sims 1990, 159), or commodities.  However, the buying and selling of 
objects within the museum setting, although somewhat curbed (or increased if 
selling), as a consequence of diminished funds, is not unusual. It could be argued, in 
fact, that the Volkenkunde attempts, within the exhibition, to provide an insight into 
the intangible qualities of the Totem pole via a video interview with Rande Cook.  
The choice of presentation arguably balances, to a degree, the inescapable 
complexities and unbalances inherent in the trade of culturally important objects.  
Another important aspect of the narrative-making process was the museum’s work 
with the Alert bay cultural centre. The ‘North West Indians are Totem pole Indians 
and from the basis of a Totem pole you can tell many stories’ (P. Hovens, interview), 
from this central narrative and icon the idea was to explore a number of the 
                                                             
17 Interviews included in the Appendices, Appendix 1. 
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Northwest Coast’s cultural narratives; ‘The art of the North west Coast’ and 
‘significant celebrations’ of the region (www.volkenkunde.nl). The cultural centre 
works predominantly with the Kwakiutl community. As already displayed in this 
chapter’s introduction, the First Nation population is characterized by its diversity 
and difference, no group, even if originating from the same region are alike.  In order 
to present an authentic complete narrative you need multiple voices of experience 
representative of the whole area. Although multiple voices were presented in the 
exhibition via video interview (a feature that will be discussed further in the next 
section), a lack of consultation with other Northwest Coast groups in the exhibition 
and narrative making implies that a complete story was not told. Once again 
practical issues must be taken into consideration, the purpose of this exhibition was 
to bolster visitor numbers, ‘it was a case of survival’ (P. Hovens, interview). 
Although contacts were sought and aesthetic input was made by the Kwakiutl 
carvers, in the end, due to the matter of time constraints, the narrative was not 
allowed to grow ‘organically’, disallowing any real dialogue or meaningful agency for 
the source community.  
The Project Group 
There are also internal relations at play in development of narratives. Although 
dialogue with external source communities is an incredibly important part of this 
process, it is undoubtedly the cohesiveness of the team that sets the tone for the 
entire project. There are a number of departments that are central to the realization 
of an exhibition narrative: 
The Research Department: This department is also referred to by members of the 
Volkenkunde staff as the curatorial department. It consists of regional experts on the 
collections and cultures housed and represented within the museum. Made up of 
curators and research assistants, members of this department are responsible for 
the primary research of exhibition content. Within a project group the curator will 
offer their expertise on a subject and, in turn, will often take the lead in shaping the 
central exhibition narratives. Members of this department will also contribute their 
links to other museums and source communities. Placed within, and often 
contributing to, the scholarly discourse concerning modern museum practices, they 
will often have well informed views regarding the collaborative process, and the use 
of dialogic and didactic modes of representation. In addition curators will choose the 
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items that will be on display; they will use the museum’s own collection and will 
often request objects from other international museums. 
The Communications Department:  This is a large department with two sub-
departments; the PR and Marketing department, promoting up and coming 
exhibitions. The education department is the other sub-department. Those working 
within this section will organize educational events predominantly for children. The 
central purpose of this department is to engage with, and attract as many visitors as 
possible. Much of the communications department work centers on the translation 
of the exhibitions central narrative and themes into engaging advertising campaigns. 
Within the institution they are often seen as the practical branch of the project 
group, often being responsible for, particularly within larger family-orientated 
exhibitions, budget and keeping to the planned time schedule. Although not directly 
responsible for the initial brain-storming of narrative ideas for The Story of the 
Totem pole exhibition, the project manager does often originate from this 
department, and thus does have say in the shaping of central themes and narratives. 
Collections Management Department: This department consists of three sub 
sections; the conservation department, responsible for the collection’s maintenance; 
the Storage Management department, which stores the objects; and the Loans 
administration department, which is accountable for the transportation of objects 
on loan. Overall, this department takes a much smaller part in the narrative making 
process; their role tends to take on a much more practical shape. They Relay 
information concerning collection maintenance, and ascertain the viability of 
attaining and using certain objects. Indirectly such decisions can be influential in 
regards to the evolution of a narrative idea. 
Dr Pieter Hovens stated that a project team’s success is located in their willingness 
to formulate, and then work in accordance to shared values, centred on the ideal of 
collaboration and dialogue (P. Hovens, interview). Whilst conducting research via 
interviews it became apparent that during the narrative-making process there were 
differences of opinion regarding certain aspects of the exhibition. An example that 
comes to mind is the inclusion of crests as a sub-narrative. The exhibition producer, 
Floor Scholte, explained that it was vital to present concepts, material culture or 
traditions that were relevant to all groups of the Northwest Coast. As has previously 
been alluded to, the Native American culture by nature is incredibly diverse, and 
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therefore any thematic thread that binds groups together is welcomed by those 
attempting to tell a wider cultural narrative.  
‘It was quite an important theme, because of these crests you can explain a lot about 
the material culture, because all the crests are in the work of the artists. So you can 
find it in the Totem poles, masks, in the textiles, in the silverware and wooden 
objects’ (F. Scholte, interview, 12 April 2013)18. 
The main concern with the inclusion of the crests came from the Research 
department. The initial apprehension derived from the fact that it was a very 
‘personal’ topic (F. Scholte, interview). Crests are deeply symbolic; they are 
traditionally the insignia for a family or group and are representative of their lineage 
and identity. To overcome this issue permission was sought with the collaborating 
community, and they agreed to the inclusion of the crest theme as a sub-narrative.19 
This example is interesting on two levels: Firstly, it demonstrates the need for 
collaboration within the project team. Dialogue occurred and a resolution was 
sought; second, also within the theme of collaboration, it reveals the importance of 
sustaining a relationship with the source community throughout the narrative-
making process. Although, as previously discussed, the collaborative process did not 
reflect fully the ideal of many museum professionals, this occasion represents how 
the museum utilized their resources to their fullest within the short timeframe they 
were allocated.  
3.2.2 The Exhibitions  
 
Each of the exhibitions in question strove to represent Native American art and 
culture, from a perspective free of stereotypical assumptions. The representation of 
the ‘other’ will forever be a minefield. The spectre of colonialism implicitly shapes 
many of the cultural transactions that take place within the museum setting, for as 
Susan Ashley argues ‘at their core museums retain two basic competencies left over 
from colonial times – they collect and they exhibit’ (Ashley 2005, 31). Yet museums 
are still considered ‘places for defining who people are and how they should act and 
[are considered] places for challenging those definitions’ (Karp in Styles 2001, 18). 
In the first section of this chapter we looked at how narratives are formed, we will 
                                                             
18 Interviews  included in the Appendices, Appendix 1. 
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now look at how museums navigate such conflicting identities to harness and 
present a narrative successfully. 
A good place to start is the beginning. Each exhibition had distinct yet different 
introductory spaces. De Nieuwe Kerk opened with introduction to the ‘New People’ 
of the ‘New world.’ Images from the 16th and 17th century perpetuating known 
‘depraved’ and relatively unknown ‘noble’ stereotypes from the period were 
displayed.20  The partnering passage noted how such images were used in 
juxtaposition to European society. As Christian Feest states within ‘Europe’s 
Indians’ , ‘Whereas negative stereotypes reinforced belief in the values of European 
cultures, positive images delivered simple idealized models against which complex, 
often unsatisfying realities of the authors’ own culture could be scrutinized’ (Feest 
1990, 47). This was an interesting insight into the western appropriation of such 
imagery at that time, and, in, turn offered a good start to one of the exhibitions sub-
narratives of the cross-cultural binary of western gaze and indigenous subject.  
 
Figure 15. The watchmen sits in the glass cabinet, centre stage and in the backdrop is the rolling video. 
It is on this screen that the intended watchman-explanatory video would have been displayed (S. Colley, 
taken 25 February 2013). 
                                                             
20 Quotes taken from display information. 
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On entering The Story of the Totempole the visitor is met with a Haida Watchman (fig 
15). Its placement, directly in front of the entrance implied significance to its 
presence. Unfortunately its importance to the exhibition’s overall narrative was 
initially unclear; however in a later interview this was explained. The watchman is a 
significant cultural figure, particularly to the Haida group of the Northwest Coast; it 
is a figure of protection and guidance and according to the information plaque 
‘Watchmen possess supernatural powers and warn…of approaching danger.’ The 
initial plan was for the carved watchmen to welcome and symbolically protect 
visitors, guiding them spiritually through the exhibition, this would have been 
achieved by the accompaniment of a video in the backdrop (fig 15). However 
unfortunately the required footage for the video was unattainable. It is a shame that 
this narrative vision was unachievable within the given time frame, for it would have 
arguably added an intangible quality to the exhibition.   
 Issues of space also had an effect on the introduction. In each of the cases the visitor 
had to remove his or herself from a previous surrounding, both of which had their 
own imposing character. The Myth and Reality exhibit had to contend with the 
striking architecture of De Nieuwe Kerk , and those attending the Volkenkunde had 
to emerge from the Indonesian section of the museum. Each dealt with this issue 
well. De Nieuwe Kerk featured the introduction in a purpose-built space with its 
own roof, thus focusing the attention of visitors onto the exhibition’s opening 
statements and removing their gaze from the imposing surroundings. The 
Volkenkunde created a starkly different surrounding. They immersed the visitor in 
the exhibition creating a wholly different atmosphere; sound, imagery and theatrical 
lighting set the tone, differentiating the space from other permanent exhibitions in 
the museum (fig 15). Each of the exhibitions succeeded at their attempts to confine 
the visitor gaze and immerse their audience in the opening chapter of their 
exhibition narrative.  
A narrative that appears within each of the exhibitions is that of artistic traditions. 
Both De Nieuwe Kerk and the Volkenkunde focus heavily on this theme, but explore 
them in very different ways.  The Story of the Totem pole begins this narrative with 
the cultural icon, The Totem pole.  The central room gives the impression that it was 
in fact built around of the icon (fig 16). The main attraction sat perfectly in the 
centre, fitting seamlessly in the two storey room. There was a gallery space on the 
second floor, circling the top of the Totem pole, giving visitors a unique perspective. 
This space proved to be incredibly interesting in regards to a discourse concerning 
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the application of narratives.  There was a multi-layering of themes and storylines; 
the story of the crests, and the symbolic meaning of signs were explained around the 
room, the main Kwakiutl Totem pole stood amongst a forest of Totem pole displayed 
within the wall paper –alluding to the Totem pole’s origin of the Northwest Coast 
forests. In addition there was a video played on a loop in the background, telling the 
narrative of the totem pole itself. The space incorporated didactic and dialogic 
modes of representation, making it stimulating for both the average visitor and the 
critical eye.  
The use of multimedia or ‘New Media’ (Henning 2010) allowed the visitor to pick 
their own path of experience, and subsequently the shape their overall 
interpretations. As Michelle Henning states an ‘anxious desire for transparent 
communication has shaped the development of New Media in museums’ (Henning 
2010, 311). This ‘anxious desire’ has not solely derived from the general visiting 
public, but instead it has grown from the self-reflexive discourse of post-colonial 
museology. The increased use of ‘New Media’ within museum setting is a product of 
ethical considerations concerning the museum’s role as a cultural broker and 
mediator of knowledge. The role of the museum as mediator is perfectly 
demonstrated within the making of the Totem pole video. 
 
Figure 16.  The Totem pole room (S.Colley, taken 25 February 2013). 
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Figure 17. Totem pole room (S.Colley, taken 25 February 2013). 
 
Figure 18. Video played in Totem pole room (S.Colley, taken 25 February 2013). 
This video was interesting on two levels; firstly by telling the narrative of the object 
(the Totem pole) it attempted to unite the tangible and intangible qualities of the 
piece. The need for the inclusion of the intangible qualities of displayed objects is a 
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constant source of contention for ethnographic museums for ‘almost nothing 
displayed in museums was made to be seen in them’ (Vogel 1990, 191). As 
previously stated within the introductory chapter there have been definitive shifts 
in museological thought, ‘Europe has entered a process of transforming themselves 
by replacing an imperialist and colonial museology with a self-reflexive, critical , and 
inclusive museology’ (Hovens 2011, 121). As a consequence objects are increasingly 
seen as dynamic ‘with their own sets of relationships’ (Peers 2011, 184); the second 
point concerns indigenous expression. The video gave the head carver, Rande Cook, 
a voice in the proceedings and thus, a degree of agency in regards to narrative and 
representation. He took full advantage of this opportunity with the covert use of a 
tee shirt (fig 18). The word ‘souvenir’ was printed on the front. Arguably it’s alluding 
to the nature in which the Totem pole was acquired, and the long history of Totem 
poles being sold to tourists. Tourism has been an important part of the Northwest 
Coast economy during the last two centuries. In addition, many of the older items on 
display were originally bought as tourist souvenirs. 
 Cook’s covert use of symbolism arguably undermines the collaborative message 
that the Volkenkunde would like to convey. It engineers an alternative message and 
reality, whereby source communities, purveyors of their own culture, were paid to 
create a cultural icon; thus transforming said object’s intangible importance into a 
tangible commodity: 
‘Objects… once removed from the continuity of everyday uses in time and space and 
made exquisite on display, stabilized and conserved, objects are transformed in the 
meanings that they may be said to carry: they become moments of ownership, 
commodities’ (Crew and Sims 1990, 159). 
It is a sub-narrative speaking of a wider museological issue. It is an interesting 
addition for those visitors with the tendency of casting a critical eye. It speaks to the 
constant battles that both source communities and museums with the best of 
intentions face.  Although collaboration and dialogue is the ideal, external factors 
such as finance ultimately affect the narrative outcome. 
There was a similar attempt of presenting a pieces narrative via multimedia at De 
Nieuwe Kerk. In the ‘Mothers and Daughters’ installation room, placed to the side of 
the central display area (fig 19), there was the main installation, accompanied by 
three small screens with headphones, charting the progression and creation of the 
displayed pieces. Similarly to the Totem pole room they included the artists, mother 
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and daughter team, Roxanne Swentzill and Rose Simpson. Unfortunately, on the 
occasion of my visit, the sound was broken therefore I was unable to ascertain every 
detail of the narrative. However, the inclusion of the videotapes was undoubtedly to 
add context to the pieces on display, thus giving a voice to the artists. 
The insight given to Rande Cook’s, Roxanne Swentzill’s and Rose Simpson’s artistic 
narrative is an interesting inclusion to the exhibitions. There is a Western tendency 
to view works of individuals from indigenous groups in historical terms, to think of 
them as belonging to the past. The Curator of the Myth and Reality exhibition, David 
Penney, explains: 
‘When objects are collected as artifacts they are intended to be representation 
examples of the kinds of things that the culture produced. With this emphasis on 
culture, the identity, of the individual is repressed. Focusing on artists, however 
their motivations, social relations, and the cultural significance of the things they 
make, brings into light the aesthetic  system in which they operate’ (Penney 
2004,19). 
The exhibitions’ focus on such narratives is a refreshing step to incorporate the 
artist’s own ‘cultural system of aesthetics’ (Penney 2004, 13), allowing the visitor to 
gain a greater appreciation for the art on display, one that transcends visitor 
understanding above monolithic ethnographic classifications. The European 
emphasis on artist biographies differs somewhat to other traditions. For example in 
Native American artistic traditions the binary of the collective vs. individual has led 
to a very different historical trajectory in regards to artistic experimentation. The 
social organization of some indigenous groups disallowed artistic experimentation, 
and preferred artists to work within familiar channels. The 19th and 20th century 
artist Albert Edward Edenshaw, whose work is present in each of the exhibitions, 
personifies the dichotomy of the collective and individual. Creating tourist art, 
Edenshaw negotiated ‘between art studio and [the] local community’ (Robin Wright 
in Penney 2004, 22). For the critical visitor the use of artistic narrative is interesting 
on two levels; Firstly, it offers insight into the artistic trail of thought of an individual 
artist; secondly, it arguably places indigenous artists in a wider liminal narrative of  
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Figure 19. Map of the Myth and Reality exhibition. Not to scale (S.Colley, created 12 June 2013). 
 
Figure 20. Map of The Story of the Totem pole exhibition. Not to scale (S. Colley, created 12 June 2013). 
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their own, existing between the expectations of the collective and the western 
concept of the artistic individual. 
De Nieuwe Kerk took a different narrative trail within the Myth and Reality 
exhibition. Unlike The Story of the Totem pole, a single icon was not chosen, but 
instead an overview of regional artistic traditions was presented. In total there were 
nearly 100 objects on display, all products of different traditions and periods. The 
previously discussed introduction set the stage and expectations for the rest of 
exhibition. With a great deal of emphasis being placed on the idea of debunking pre-
conceived indigenous stereotypes, each regional cabinet was introduced by an 
overview of the area’s life ways and artistic traditions (fig 19). An unfortunate side 
effect of the De Nieuwe Kerk’s striking architecture was that many of the smaller 
items were drowned in their surroundings. This was further compounded by the 
size of the cabinets in relation to number of objects on display. This was a genuine 
shame as many of the items were beautiful pieces (fig 21; 22). However, there were 
some interesting smaller themes at play within the cabinets; items were organized 
via type, region, and also family lineage. Works by Lizzie Woodward, were presented 
alongside pieces made by her daughter and granddaughter.  As explained in the 
introduction to this chapter, artistic traditions were often passed down through the 
generations, and the grouping together of familial traditions emphasized the 
narrative that ‘the art of Native America yesterday, today, and tomorrow, are 
inextricably linked’ (Penney 2004, 212). 
Regarding the mode of representation I would argue that De Nieuwe Kerk took on a 
far more Didactic form. With exception of the ‘Mother and Daughter’ installation 
room, there was no real agency to be had by the visitor concerning shaping 
individual learning experiences.  On the other hand The story of the Totem pole was 
far more dialogic in its approach.  This is mainly to do with its use of interactive 
displays. The Past & Present multimedia room was the exhibitions best example of 
interactive displays at work.  Screens, with headphones, hung from the ceiling, as a 
contact history narrative ran along the walls of the room (fig 23). On the screens ran 
interviews with different members of Northwest Coast communities, each a 
specialist or prominent figure in their respective group, with their own narrative to 
share. Knowledge is socially and culturally mediated, particularly within a museum 
setting, the inclusion of first person narratives arguably takes away a degree of the 
mediation. Although it could be argued that the interviewer may be in a better 
position to shape the conversation and therefore the narrative, the interviewee, the 
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Figure 21. Lucy Telles (Paiute/Miwok). Basket, c. 1930. Diker Art Collection, New York 
(www.nieuwekerk.nl). 
                                               
Figure 22. Making Babies for Indian Market. Roxanne Swentzill. Piece found in ‘Mother and 
Daughter’ room (www.nieuwekerk.nl). 
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individuals featured on the screen are given agency and a voice.  The number of 
screens allow the visitor to become active in the ‘meaning-making’ (Macdonald 2010) 
process, thus taking part in dialogue with the museum and the individual relaying 
their story or insights. The use of interactive exhibitions catered very much to a 
family audience. An interactive game, the collecting of crest animal pictures, was 
also employed within the exhibition; A new device was developed by the Exhibition 
producer, whereby visitors, given a ticket with a barcode, were able to use this 
barcode, by placing them in the small machines dotted around the exhibition, they 
had to answer questions on the exhibitions content and received picture prizes.  It 
was created primarily for a child audience, however it became popular with a much 
wider demographic, with many adults also participating. The answering of questions 
undoubtedly engaged the visitor, making them think about the objects and 
information on display. 
              
 
              Figure 23. The Past and Present room, The Story of the Totem pole (S.Colley, taken 25 February 2013). 
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The Story of the Totem pole takes cultural overview further by covering cultural 
festivals. The Northwest coast’s Winter and Potlach21 festivals each were presented 
in their own room (fig 24). The Potlach room was particularly striking; a video 
portraying the ceremony, spanning the entire back wall, was played on loop. Each of 
the rooms, following the multi-sensory theme of the exhibition also played music 
complementary to the ambience of each space. Much like the use of narrative video 
in the Totem pole room,  the use of sound and imagery gives the visitor an insight 
into the intangible qualities inherent to each of festivals; an experience that would 
not have been achieved if the rooms lacked such characteristics. 
 
 
Figure 24. The Potlach room, The Story of the Totem pole (S.Colley, taken 25 February 2013). 
 
 
                                                             
21 At a potlatch gathering the family leader hosts a feast for his guests and family. The ethos behind the 
Potlach is the redistribution of  wealth and goods. 
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3.3 Concluding Remarks 
 
Overall, according to the data collated by the program Museum monitor, 78% of 
visitors attending The Story of the Totem pole were very happy with their overall 
experience. Unfortunately I was unable to acquire similar data for the Myth and 
Reality exhibition. However, general reviews posted over the internet were overall 
positive, with many commenting that is was definitely worth a visit. For the 
Volkenkunde exhibition, data as collected on general opinion (78%),presentation 
(66%), atmosphere(61%), Exhibited objects (59%), Information (49%), Building 
(41%), Flow (39%), child-friendly (39%). Although some of the criteria scored 
below 50%, when compared to the bench mark score (ascertained from the marks 
obtained nationwide) the exhibition scored 5-10% above the ‘very happy’ standard 
score. Proving that from a visitor perspective the exhibition was, in general, a 
success (G. Winke, interview). 
Each of the exhibitions made efforts to present a narrative that transcended pre-
conceived stereotypes. Although there were some issues with display, particularly 
within De Nieuwe Kerk exhibit, the projects were successful in presenting 
alternative, engaging narratives of inclusion and difference. With the use of 
interactive displays and multimedia devices they were able to give a voice to figures 
from the Northwest Coast, facilitating a dialogue and understanding that would not 
have been achieved within a purely didactic mode of presentation. 
Within the narrative-making process each arguably had an ethos that promoted the 
ideal of collaboration. However, due to practical issues such as finance and the need 
the attain a high footfall, a wholly collaborative project was unable to be achieved. In 
the case of the Volkenkude exhibition a short timeframe informed the nature of the 
dialogue to be had, and although the actual exhibition itself was successful in giving 
a degree of agency to few contributors, arguably there were not enough voices to 
present a complete story of the Northwest coast culture. 
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4. Marketing Museum Narratives 
Museum directors, particularly those working within an ethnographic environment, 
are finding it an increasing struggle to strike a balance between the ‘product’ and 
‘visitor driven’ museum experience (Chhabra 2008, 429). The need to maintain 
museums’ integrities as research institutions is being challenged by the increasing 
need to create museum spaces that are competitive, popular, and accountable within 
a financial context of public subsidy and the need for monetary restraint. The 
Museum activist Kenneth Hudson noted that ‘one can assert with confidence that 
that the most fundamental change that has affected museums… is the now almost 
universal conviction that they exist in order to serve the public. The old – style 
museum itself to under no such obligation… the museum’s prime responsibility was 
to its collection, not to its visitors’ (Hudson in Kotler and Kotler 2004, 167). 
In previous chapters the implications of mediated cultural narratives has been 
discussed within the paradigm of exhibition making processes and design. This final 
chapter will explore how such shifts in museum practices have shaped how 
exhibition narratives with colonial and indigenous associations are marketed and 
promoted. A central question will be asked in regards to the transposing of 
exhibition narratives into media representations within the Volkenkunde and 
Tropenmuseum Junior. Are communication or marketing departments successful at 
navigating the sensitive cultural imagery? What processes are put in place? And is 
there anything that needs to be done to improve the current system? 
Current discourse concerning the role of marketing reiterates the need to 
understand and cater to potential visitors.  According to Neil and Philip Kotler there 
are three main strategies that must be employed to build audiences and improve the 
overall museum going experience: The first is to ‘provide a richer exhibition 
experience.’ Market research ‘reveals that for the majority of visitors , social and 
recreational experiences are as important or more important than educational and 
intellectual ones’ (Kotler and Kotler 2004, 170). Audience participation is also 
deemed vital for an enriched experience. As displayed within previous chapters 
visitor participation is utilized within both the Volkenkunde and Tropenmuseum 
Junior, each create interactive educational environments, whereby the visitor 
becomes key in their own ‘meaning making’ (Macdonald 2010) process. The second 
strategy centres on the ideal of community service (Kotler and Kotler 2004); Many 
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museums have taken a much more active role within the community, treating locals 
as stakeholders and giving them a say on museum matters.   In the case of the 
Volkekunde the inclusion of the community also incorporates the diaspora of 
cultures on show at the museum. A good example can be seen in the inclusion of 
local communities in the up and coming Hajj exhibition Longing to Mecca – the 
Journey of the Pilgrim. The communications department has been active  in 
connecting with Dutch Muslims, through online competitions and media 
advertisements ( www.volkenkunde.nl/). They have also offered tips on getting 
ready for Mecca, via twitter (www. twitter.com/mekkainleiden). Arguably, such 
schemes foster a type of collaborative spirit that reflects the museums ethos of co-
creation, whilst attracting new demographics. The final strategy concerns the idea of 
market repositioning to focus on a new demographic. Arguably a degree of 
repositioning did take place at the Volkenkunde, who have recently begun focusing 
on the family group. However it could be argued that market repositioning could 
potentially undermine the scholarly missions of the museum and, in turn, their 
ability to present a successful cultural narrative. The Volkenkunde does not fall into 
this latter category, as the Brazilian Sharing Collections project indicated, for it still 
promotes dialogue, collaboration and experimentation within its research projects, 
whilst engineering large, visitor attraction exhibitions such as The Story of the Totem 
pole (Kotler and Kotler 2004). 
It will be interesting to note the extent to which the Tropenmuseum Junior and the 
Volkenkunde have employed marketing strategies to present and promote 
exhibition narratives. The structure and application of each museum’s marketing 
campaign do differ somewhat. The Volkenkunde’s marketing campaigns are 
conceived within the communications department, a work group that works with 
the research and collections departments to put on successful exhibitions. As a 
separate entity they organize and conduct promotional pieces, advertising up and 
coming events. Similarly to the Tropenmuseum the staff utilize contacts in radio, 
television, social media and create poster campaigns. However this is where the 
similarities do end, for the departmental structuring differs tremendously.  As 
already explained the Volkenkunde is divided into separate departments, however 
within the Tropenmuseum Junior, due to the diminutive size of the team, some 
members find themselves taking on both research and marketing roles. As a 
consequence marketing strategies are far more informed by the collaborative 
dialogue with the indigenous culture on show.  Source community collaborators are 
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consulted on proposals for advertising imagery, and are active in giving their 
informed opinion. A museum professional with the insight of a researcher and a 
marketing assistant, in direct contact with the source community, is in a good place 
to mediate indigenous knowledge and transpose it into media representations. This 
is not to say that the Volkenkunde, a far larger organization, does not take time to 
consult on the use of imagery within advertisement campaigns. However this does 
take place via the research department and not to the source community directly. 
The titles of the exhibitions are an important part of the marketing process. The 
Volkenkunde’s communications team takes an active role in this decision. It is from 
the title that the potential visitor ascertains whether or not an exhibition is worth 
attending. The Story of the Totem pole presents the Totem pole as the central icon, a 
point which my research proved to be present in the initial narrative making 
process. As previously stated the central concern of the Volkenkunde was to create a 
popular exhibition with the potential to bring in a large family audience; with this in 
mind the decision was made to use the Totem pole as the central icon, and as a 
theme from which other storylines and narratives could derive. Therefore, it could 
be argued that the Exhibition’s title was successful in this regard; it presented a 
central icon that materialized into a tangible, central storyline and Narrative. 
Similarly for the Tropenmuseum’s MixMax Brazil exhibition the title acts as an 
effective promotional tool to communicate the projects central narrative of ‘mix’. 
Each museum utilized the exhibition title to engage with potential visitors.  
In 2013 the Volkenkunde introduced a new strategy for the creation and  promotion 
of the museum’s exhibitions. At the beginning of every exhibition process members 
of each department will discuss what they perceived to be the main goals of the 
project. A base document will then be formulated, noting the core values and main 
goals that need to be applied and then reached during the process. During research 
it became evident that although on the most part relations between the research and 
communications department ran smoothly, on some occasions particularly in 
regards to dialogic approaches with source communities there were some 
disparities. There is a consensus within the museum that centres on the idea of a 
meaningful visitor experience. The Communications manager Geke Winke stated 
that  ‘it’s always about finding the balance, because it’s not their [the source 
communities] exhibition, primarily we  are making an exhibition for our Dutch 
audiences and the story that they have to tell is always very important [but] does 
not always match our goals’ (G. Winke, interview). Although the emphasis on 
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audience satisfaction is a thoughtful and useful endeavor, the indigenous voice does 
not seem to be as much of a priority within the marketing process. The advertising 
campaigns are arguably an arm of the exhibition narrative and consequently, in 
order to not disengage from the museum’s ethos of ‘co-creation’ (L. van Broekhoven, 
interview), the agency and voice of the source community must not be diluted 
during this stage of the process. Although within collaborative processes there are 
practical issues such as distance, it could argued that the communication 
department should take a more active role in creating their own dialogue and 
relationships with the source community. Hopefully the inclusion of this new 
formulated set of goals will rebalance the priorities of the department, for the 
complete narrative is the only one that should try to be told. 
The main challenge for many museum professionals is the protection of the 
institutions core ethical values while attempting to reach out and cater for a wider 
demographic. Although some museums risk diluting their academic programmes, it 
must be argued that without an audience the modern museum, existing in a zeitgeist 
of public subsidies and budget cuts, could not realistically exist. The Volkenkunde 
have taken a positive step in their introduction of the core values and goals list. It 
promotes dialogue, transparency and an overall desire to create a sense of balance. 
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5. Conclusion 
Matters of representation and how knowledge should be defined are issues that are 
currently pervading museological discourse. The Icons, messages, themes and 
narratives that the museums professionals chose, and, in turn, the processes behind 
such decision making make for an interesting points of discussion. Why do museums 
choose certain topics? What are their processes and best practice models when it 
comes to ethnographic displays? And how do the socio-economic realities of the 
modern museum setting effect these best practices?  These are questions that are 
central to any understanding to the complexities inherent in representing the ‘other.’  
These questions have been discussed within the preceding chapters. By presenting 
overviews of the narrative process I hoped to discuss the complexities inherent to 
presenting indigenous cultures within a modern museum setting. According to Ivan 
Karp: 
‘the museum world need movement in at least three areas: (1) the strengthening of 
institutions that give populations a chance to exert control over the way they are 
presented in museums: (2) the expansion of the expertise of established museums in 
the presentation of non-western  and minority cultures…and (3) experiments with 
exhibition design that will allow museum to offer multiple perspectives or to reveal 
the tendentiousness of the approach taken’ (Karp 1990, 6). 
Much of this discourse orbits around these three points, and, in turn, the core values 
of the museums featured generally centred on the idea of collaboration and dialogue.  
The projects featured in the first case study, The MixMax Brazil, from the 
Tropenmuseum Junior and The Sharing Collections and connecting histories: A 
collaborative project between the National Museum of Ethnology, the Netherlands, and 
the Museo Emilio Goeldi, Brazil at the Volkenkunde, Leiden, were both incredibly 
insightful. Although at different stages of the narrative making and presenting 
process they each employed dialogic techniques. The Volkekunde began the Sharing 
Collections project in early 2013, from its inception the central ideal, as pertained to 
in the projects full title, was collaboration and dialogue.  
The MixMax Brazil project presented how dialogue can be successfully sought with 
both the source community and their visitors. Collaboration shaped the exhibit’s 
central narrative of ‘mix’ and, in turn, a dialogic means of presentation was 
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preferred to a more didactic. This led to an immersive, meaningful experience for 
the children involved. Through the use of activities and Brazilian mediators (the 
members of staff leading the programme) the visitors were able to have the tangible 
and intangible qualities of Brazilian culture united, creating an authentic and 
engaging experience. 
The second case study centred on The Story of the Totem pole exhibition from the 
Volkenunde, and De Nieuwe Kerk’s The American Indian: Art and Culture between 
Myth and Reality. As previously stated I was unfortunately unable to obtain any in-
depth information with regards to the exhibition and narrative making processes of 
the De Nieuwe Kerk. However the works of the guest curator David Penney did offer 
some insight into the ethical considerations that shaped his own best practices. 
Collaboration, dialogue and agency were the buzzwords that often appeared within 
his writings and are in keeping with wider museolgical opinion. The narratives on 
display were engaging, but didactic in tone. The exhibition was far less interactive 
than the others discussed within this thesis and as a consequence the visitor took on 
a far more passive role. On the other hand the Volkenkunde’s Totem pole exhibition 
was very interactive and allowed the visitor to actively participate in their own 
dialogue with the exhibition, thus giving them the agency to shape their own 
learning narrative. However, The Story of the Totem pole’s narrative-making process 
seems to embody the complexities and inherent power imbalances present in James 
Clifford’s Contact zone (Clifford 1997). Although, on this occasion, it was not the 
implied inequalities of past- colonial relations that shaped the collaborative process, 
but instead the lack of agency given to the indigenous group via decisions made by 
the museum itself.  The short timeframe disallowed any substantial dialogue 
between the two groups; therefore it cannot be referred to truly as a collaborative 
project. It has the sheen of collaboration without any extended dialogue. 
The final chapter delved into the issue of marketing within the museum world. 
Focusing on projects conducted by the Tropenmuseum Junior and the Volkenkunde 
I looked at how exhibition narratives were transposed into media representations. 
Similarly to the previous case studies there was a focus on the ideal of collaboration 
and dialogue. Although a degree of dialogue did take place, particularly in the shape 
of local community and diaspora based programs, this did not always extend to the 
indigenous community being represented. On the other hand, the Tropenmuseum 
Junior staff members were able to, as a consequence of the small size of their team, 
combine roles with researchers doubling up as marketing assistants. This 
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interdisciplinary process meant that the source communities were able to have a 
much more active role in marketing consultations. 
Overall it is apparent that each of the projects in question strove to present 
narratives that transcended dated monolithic interpretations of the indigenous 
cultures on display. In many respects they succeeded, but unfortunately the modern 
museological competitive binary of product and visitor shapes how and if museum’s 
can employ their best practices in the narrative and exhibition making process. In an 
ideal world museums would have 3 + years every time they endeavored to create an 
exhibition. Unfortunately there is no controlling the external pressures placed upon 
modern Institutions, public policy, subsidies and budget cuts have meant that 
museums have to be accountable to a number of groups, beyond the source 
communities they want to exhibit. There is not secret resolution, it is all about 
balance, agency, review, and making sure that visitors, and those cultures on display 
are engaged in a dialogue that promotes social awareness and the presentation of 
complete cultural narratives. 
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Abstract 
 
The post-modernist preoccupation with representation has not eluded modern 
museological debate. How and why museum’s choose to represent knowledge in 
certain ways has catalyzed much discussion. In recent years there have been calls to 
move away from a didactic to a more dialogic model of presentation, one that 
transcends the mold of the curator as the authoritative voice to a more 
democratized experience that incorporates the indigenous voice, and facilitates 
visitor interaction and participation. Within this field of discussion exists the notion 
of narrative and story within exhibitions. This thesis will explore how narratives are 
created and then applied to ethnographic exhibitions within the modern museum 
setting. 
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Appendix 1: Interview                                                                                                                                                                                                                                                                                                                                                                                                                                                                             
 Below are the questions that were asked during the conducted interviews. It offered 
a loose framework from which I was able to react and respond to statements. The 
interviews in there entirety are on a disk, attached to this   document. 
Interviews conducted: 
Laura Van Broekhoven; Pieter Hovens; Mette van der Hooft; Floor Scholte;            
Geke Winke. 
Background Information 
Specialisation/studies: 
Length of time at the museum: 
Role performed at the museum: 
Narrative making process 
What was the central narrative/theme for the exhibition? 
Who/ which departments were involved in the narrative-making process? How was 
this theme decided upon? 
What were your central considerations when making this decision?(i.e practical 
issues, collaboration with source communities, finance, marketing)  
Did the theme/narrative change through the process? (If so, why was this do you 
think?)  
Source communities and Narrative 
Was collaboration with source communities an important part of this process?  
What was your role with the source community collaboration?  
How was your experience working with source communities, did you encounter any 
problems?  
Were you/or the department in a situation whereby they had to navigate the 
conflicting interests of stakeholders/ source communities? What processes are put 
in place to overcome such issues? 
Did you receive any feedback from the source communities?   
How do collaborative relationships with source communities play out in reality?  
So, what practical issues are encountered, any unexpected issues that effected the 
exhibition-making process? 
Do you think this process can be improved. If so, in what way?  
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Visitors, exhibition design and Narrative 
Who was responsible for the exhibition design? 
Were happy with the outcome, Do you feel it complemented the teams narrative 
vision? 
How do you feel the design effected the visitor experience? 
Was there a concerted effort to make the exhibition interactive? Was this aspect 
important? 
If so why was it important?  
Media and Narrative 
Do you feel that the research team’s narrative vision has been successfully 
transposed into media representations?  
Do you feel any sacrifices were made regarding content and representation for the 
sake of making it media-friendly/commercially viable? 
Did any changes have to be made as a consequence of discussion with any other 
departments? 
